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YIK 821.111:929 IIuntep X.

XAPOJIO IIMHTEP
(1930-2008)

CMPT JIEIIOI CHEBAYA

Xapony IInnTtep nmpemunyo je 24. gerem6pa 2008. ropuHe, mocne fy-
roropuiImbe Outke ¢ 6onewhy. Henepy nana panuje, y3 HOBOTOJVIIEY
4EeCTUTKY, KOHa4HO caM My nocnana IIJ ca mcedykoM cHuMMKa cBedaHe
LilepeMOHuje Jofene nokropara YHusepsurera y Kparyjesny. Kao geo
IlepeMOHYje CTYAEHTH eHITIECKOT je3uKa DYIIONOIIKO-yYMeTHIYKOT (a-
xynTera y Kparyjesny ogurpany Cy 3aBpIIHY CLieHy U3 IeTOBe ipame
Ileiieo itietieny (Ashes to Ashes); 3atum je crymeHT Mysuke bojan by-
naroBuh jour jemHoM y IImHTepoBy uyacT orneBao mecmy Jleiiu cHesau
(Beautiful Dreamer), a Ha Kpajy Cy ce CBU Y4eCHUIY YMETHIYKOT IIPO-
rpaMa IpUAPYXWIN Y IECMU U TIOCTany noszipas Xapongy IIunrepy.
BepyjeM fa Huje HU 06110 OBaj ITOKJIOH KOju caM My o6ehasa npyikom
HaIer cycpeta y JIoHjoHy Ha pyuKy y pectopany Ecenya (Essenza), 11.
centeM6bpa 2008, 63y werose Kyhe y Xonanp ITapky.

[ToBoyp 3a Haml cycpeT OMO je IOMEHYTM IOYAaCHM HOKTOpar Xa-
ponpy Ilmnrepy Ynusepsurera y Kparyjepuy, u TeKCTOBM KOje CMO
npodecopka /bupana boroesa-Ceptap 1 ja Hanucamu o BeMy, a KOju
cy ob6jaB/beHN y 0BOM TeMaTckoM 6pojy. Ilomro je mpounrtao Jbuma-
HVH ecej [IuHTep je Hamucao: ,,bumo 6u Mu mparo axo joj mpeHecete
KOJIMKO Me je MMIpecuonnpao. CmaTpam fia je M3y3eTHO OITPOYMaH 1
0e3 cyMmme TayaH.“ A KaJja je IpOYNTa0 MOj TEKCT IIPOKOMEHTAPICAO je:
»BeoMa Me je oTpecsIo Ballle M3arame.

Moje sanumarbe 3a IImnTepa moveno je npe Buie of ABafeceT ro-
[IMHA KaJla caM OJJTy4yusa Jja MuIIeM JOKTOPCKY gucepTauujy o Ilnn-
tepy u Onbujy nox MeHTopcTBOM Ipodecopke boroese. [Jucepranyja
je 3aBpueHa 1996, a 3atum npepabhena y monorpadujy Jpama y goba
uporuje, o6jameny 1998. Tako je uneja ma ce IImHTepy momenu moda-
CHU JJOKTOpAT 61mIa IIPBEHCTBEHO MOTVBJICAHA MOjUM Pa3yMeBambeM I
TIOIITOBAEM ETOBOT APAMCKOT Jiefa. TeK KacHuje Cy MU MaXKiby IMpH-
BYK/M [IMHTepOB MOMMTUYKY aKTMBM3aM, TpahaHcKa XpabpocT u mmy-
HY UHTETPUTET.

ITpunuka fa oriyryjem y JIonpoH y centeM6py 2008, ykasama My ce
IIOBOJIOM JBOZIHEBHe KOoH(epeHUuje y bpuraHckoj 6ubnmoreny 3naii-
Ha ZeHepauuja: HO60 C6ellifi0 HA TOCNePATtiHO OPUITIAHCKO T030pULUilie
1945-1968, Ha K0joj je IIunTep 610 jeman o cBemoka Tor BpeMeHa. CBu
CMO 3ayCTaBM/INM Jax Kaja je IImHTep ymao y camy ca mramnom, I0IaKo
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ce I0Ieo Ha MOAMjyM U ceo HacipaM Xapuja baprona koju ra je natep-
BjyMcao caT BpeMeHa. [InHTep je mpudao o IpBuM u3BohemuMa CBOjUX
npama 1957. rogune, npucehajyhu ce cBojux Kojera gpaMcKMX myucana
u rrymana. [Toce6Ho ra je pakanocTiia CMpT IpujaTe/ba — OMIU/BEHOT
ryMmua Anana bejrca, m ommbenor gpamckor nucna Cajmona Ipeja.
V3nBojuo je Majkna [emboHa, Koju je yIpaBo UTpao y BEroBoj ApaMu
Huuuja 3emma, xoja je 6am Tpebao fa ce mpedary n3 fabImHCKOr Io-
sopuiura lejii (Gate) y Jlonpoucku [jyk oe Jopx (Duke of York), xao
jEIMHOT BENMMKOT CaBPEMEHOT IJTyMIla KOjU MOXKe Jla ce€ Mepy ca AJTaHOM
bejrcom n merosom renepanujom. Y pasrosopy ca bapronom Ilnnrep
je uameby ocTanor pexao Kako je ogyBeK 6110 ycam/beHa GUTYypa y Kib-
JKEBHUM KPYTOBMMa, HIUKaJja YIaH HeKe TpyIle WIM IoKpeTa. A, fo-
1o je, OH Ce UIIaK C BpeMEHa Ha BpeMe CacTaje I pasMerbyje MUIJberba
ca KojleraMa MuCUyMa. JejHa TaKBa NPUINKa HEJABHO MY Ce MPY>KKja
y nosoputury Pojan Kopii (Royal Court) Koje TpagMLIMOHATHO Opra-
Hu3yje cycpere mucana n3 Kune, Vupuje, Kybe u npyrux semama. U
TIOK je BOIUTE/b XKEIeO A 4Yyje Ja /U Cy TU MUCLU TOBOPWUIN O perpe-
CHjU Y CBOjUM 3eM/baMa, [IMHTep je IIaHyo ¥ HarIacuo ja je motTped-
HO JIa pasToBapajy O BUX0BOj 3eM/bl, bpuTtanuju, u muuemepjy meHnx
Boba koju cy ca HaBOJHNX MOpaTHMX MO3MIMja IPOTECTOBA/IN IPOTHB
pycke okymanyuje I[pysuje. ,Cmpap (Tor nuiemepja) mo Heba ce avoKe”,
Y3BMKHYO je, U IOfCeTNO BODCTBO CBOje 3eM/be [ja Cy OHU OKyNUpanu
Vpak 2003. roguHe, U ja je MociefuIa Tora 6uua cMpT OKO MUIVOH
JbYRU, YKBYUyjyhy cToTuHe Xxwpaja feue. O he u gamwe HacTaBUTH
MHCUCTMPA Ha UCTVHY, 3Hajyhy [ja Huje cam, 1 [ja Xubafie /byAy MNPOM
CBETa Jiefie ’erOBO MUIIJbEIbE, 3aK/byuno je [Imnrep.

Kapa je 3aBpiuno, moByKao ce Ha KpaTKo y coby m3a caje, a 3aTUM
13allla0 y X0/ M Ce0 Ha jenHy Kiayny. Iberosa cynpyra Auronnja ®@pej-
3ep, Koja je cefiefia O MEHE 3a BpeMe MHTEPBjya, 3a/0KNWIa ce Jja ce
ynosHamo. Maza cMo ce paHuje Oum joroBopuin fia ra cnegeher naxa
1o30BeM TenedOHOM, Kafia je moBpatno Aax IIuHrep Me je 6e3 okie-
Bama YIUTAO: ,,JecTe M CTOOOHY CyTpa Ja ofieMo Ha py4ak?“ ITomano
36ymeHa OATOBOPMIIA caM: »,Jla, aKo je TO jeayHO BpeMe Koje BaM Ofro-
Bapa.“ Mano n3uenahen Xapony [IunTep Me ynura ga v caM ITaHupa-
7Ta Hewto apyro. ,,Kondepenumja tpaje u cyrpa neo gan®, 6uio je moje
objammeme! KakBa cpehHa OKOTHOCT #a HUje YMPO TO MCTO Bede U fia
M ce MOTyhHOCT fia ra yIo3HaM MIIaK OCTBapuiIa.

Ja cam y cTBapu npuBykiaa [IMHTEpOBY IaXKmby OK CaM pasrosa-
pana ca rnymunioM Opuon CMUT Koja je urpana y UCTOPUjCKOj IIPBOj
npencrasu [Tuatepose Cobe 1957, a cafia je ca My»keM IpuIpeMaa Ko-
map Banmasa Xasena y mosopumry y Puamongy. Ynopenuna je Bana-
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Ba XaBena ca [IuHTepoM, anu ja cam mporectoBana jia je XaBen usryomo
JOCTa Off CBOT MHTETPUTETA, Off BpeMeHa CBOT IMCUIEHTCTBA 0 JJaHac:
cajla TIOfp)KaBa CBe aMepuyKe paToBe, YK/bydyjyhu u 6oMmbaproBame
Cp6uje. Y ToM TpeHyTKY Bupienia caM kako My [IuHTep ca ogobpaBameM
Knuma rnaBoM. Hamr pasrosop y Ecenyu 1Ba JaHa KacHHUje KpeTao ce
CIIMYHMM TOKOM. ,-]yo caM ITa cTe pexan o XaBenly, U TO je UCTUHA.
Mmu ce n iajbe IOHEKAJ] CPETHEMO, a/Ii He IPMYaMO O MOMUTULN. Ja ra
IIO3HAjeM TPUJeceT TOAVHA, a Kajla HEKOT 3HALl TPUJeceT TOAMHA Te-
IIIKO je IIpecTaty Aa ra Bomui. OcuM Tora OH je 6110 y 3aTBOpY, 1 6u0 je
6onecran. U ja cam 6uo 6onecitian®, pede U3HeHala ca MOCEOHUM Ha-
IJIaCKOM, U ja ca 3axBanHomhy noMucmmx kako I[TnHTep cTBapHO BuIIe
Huje 6omectaH. [Ipe Tora Mu je UCTO pekya weropa Cynpyra, a KacHuje
TenlepOHOM Ieropa cekperapuna [loana. 3aucra Hcam BepoBasa fia he
yMpeTu Tako 6p30, Kao /ja Me je HeKaKo M3HeBepHo.

VIManu cMO MHOTO TeMa 32 PasroBOp: IIpe CBera HeflaBHY JOfeNny
IIOYACHOT JOKTOpara YHusepsurera y Kparyjesny. [Innrep je monosno
KOJIMKA je TO 4acT 3a Iera, a jberoba Cylnpyra Mu je paHiuje peKia fia je
BeoMa IoHocaH. [locmany cMo My IMIIZIOMY 1 CHMMAK IiepeMOHUje au
OH MU je PeKao Jla Huje y CTamby Ja Iperiefa U 3aaMTI CaB MaTepujas
KOju o6uja CBaKOJZHEBHO, OYN Ia MTOHEKaJ M3/1ajy Kao U HOre, ajli He
U I71aBa Ha cpehy. ,He®, momucnux y cebu, ouurieqHo je Beoma nynmu-
IaH 1 Myfap, cera ce ceha u cBe 3Ha. Peye mu ma 61 Bomeo ja BUAU
3aBPILIHY JIE0 IlepEMOHMje Y KOMe CTY/IEHTU UTPajy IOC/IeAIbY CLieHY U3
merose apame Iletieo tietiesty, Vi I€Bajy My Y 3HaK IO3[ipaBa. Ay HICaM
TO UMasa Kop cebe, ma cam obehana ma hy nmocmaru. ToBopum cmo o
rpany Kparyjesiy, npsoj npecronunu Cpbuje ocnobobhene ox Typcke
BIacT y 19. BeKy, 1 0 IpBOM CPIICKOM IO30pUIITY 0TBOpeHoM Yy Kpa-
ryjesny 1835. rogmue, Koje jour ysek ycnemno pagu. Hucmo mormm ga
nsberHeMo nomumame cygouHe Kparyjesma y JIpyrom cBeTCKOM paty,
1 ToKoM BasgymHux Hanaga HATO makra 1999. rogune. Hanuctuaka
HeMayka KoMaHfa je 21. oktobpa 1941. ctpepana Hajmame 2.000 bynn,
ykpydyjyhu u hake xparyjeBauke rumHasuje, Kao 4MH ofMasfie 300r
aKIMja IMapTU3aHCKOT MoKpeTa ornopa. OBaj Macakp 61O je y ckaamy
ca XuT1epoBoM Hapeb60oM M31aTOM BpPXOBHOj KOMaHAM BepmaxTa fja ce
3a cBakor youjeror Hemiia ctperpa 100 rpabana u3 nokanHe 3ajeqHuiie,
a 3a cakor pamwenor Hemmua 50 Cp6a mopaio je fa ympe. Kparyjesary
je mpeTpieo TemKO pasapame npumkoM 6ombappoBama HATO ma-
KTa 1999. roguHe Kaga My je MHAYCTpHja CKOPO KOMIUIETHO YHUIITEHA.
[InHTep je jour jesHOM M3Pa3No CBOje rHyLIame 300T OBYX 37I0YNMHA.

Jomu jexHOM caM My 3axBajnIa 3a noapiky Tokom HATO 6ombap-
moBama 1999, a OH HOHOBMO KaKo je To Oua Benmka cpamota. [logcetnia
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caM ra Ha Hall npBu cycpert y JInpasy y anpuny 2007. rogune, Koju 11 Huje
610 IpaBuU CycperT jep Hac HUCY ymnos3Hamu. IIuHTep je morao ja gobe
CaMO Ha KPAaTKy JIofielly IIOYacHOT JOKTOpaTa, U MpeficTaBy cBor Mo-
HO702a KOjy je 13Beo meroB npujare/b Xenpu Bynd. Henmocpenno npen
IIOYETAK IPEJICTaBe, TEK IITO Cy Ce CBeT/Ia Majlo 3aTaMHIa, [IuHTep je
HEYyjHO yIlIA0 y Cajly y IpaTiI CBOje CYNpyTe U Ceo OfiMax M3a Hac.

Ckyn oKomHOCTH OKO KoH(epeHIuje y JINasy Kox MeHe je 13a3Bao
HeyoOMYajeHo cTame yXa o 4eMy caM mpudana [InHTepy 3a Bpeme Ha-
rer pyyka. CBe Hac je IOTOfIU/IO IerOBO JIONIE 3[paBJbe M TyTa M CTpax
KOjJ CYy My Ce BUJIe/IM Y O4MMa, Kao U yJa/baBame Off HeKUX Off Hac 3a
KOje Cy 61N 3aCITy>KHM OPTaHU3aTOPM, A YMjIi Cy pasio3n MOX/a OV
nomuTdky. Tema Mor n3narama 6ue cy mwerose gpame Pohengan, Bpe-
me 3ab6ase, IIpocnasa v gokymenTapuu gunm [poiiusygap, Kao u He-
KOJIMKO allpWICKUX TOUIIBUIIA — YCKpIIba 6oMbaproBamwa beorpaza
u Cp6uje 1941. ox cTpaHe HanucTa, 1944. of cTpaHe caBe3HMKa, n 1999.
on crpaHe HATO mnakra. V camo pasmuibambe O OBUM OKPYTHUM U
HerpaBegHUM jorabhajuma y MeHnu je mpousseno jake emonuje. Ilpen
Kpaj CBOT M3JI1arama, y TPEHYTKY Kajia je Tpebaso fa IMpodYnTaM uspas
3axBanHOCTH Xaponpy [InHTepy: ,,3a HENMpOLEHUB NONPUHOC YMETHO-
CTHU fipaMe, Kao U 3a Ballle MHTENEKTYaaHO HOIITeHhe I XpabpocT, jour
jemnom XBAJIA XAPOJIJE IIMHTEPY, cyse cy Mu norekie u HUCY
MOITIE la C€ 3ayCTaBe jeHO II0/a CaTa, a ayIUTOPUjyM je 3aHEMEO Of
30YHBEHOCTI.

[Tpyyana cam Xaponpy IImHTepy 0 TOMe Kako [ie0 MOT Odajarba
TIeXNU y ynbeHnLn Aa je Hapoxn CpOuje eTMKeTHpaH Kao O/uduere 371a
IO TayKe fIa Cy MHOTY ITOYe/IN ¥ caMM O cebM a MICIIe U TOBOPe Kao O
PY>KHUM, IIp/baBMM 1 37IUM. ,He, He, He, [InHTep je ogMaxmBao raBoMm
y 3HaK HeomoOpaBama. To ce He cMe fosBomuTn. Off jefHe O HajIlo-
IIy/IapHMjMX Hall¥ja Ha CBETY IIOCTA/INA CMO je[JHa Off HajOMpPakeHUj X,
MaJIO je OHMX KOjy Cy TO MOIJIM Jia ofgHecy. Moja reHepanmja je oceTn-
71a CBY TeXXMHY Te IpoMeHe y momynapHocTi. [InHTep je Beoma mo6po
pasyMeo Te eKCTPEMHOCTH. ,J] ja caM Hemonynapas*, pekao je. 3aucra u
ja caM ce yBepuia y TO ABallyT y TOKY Te Hefierbe y JIonmony. Ha momen
cycpeta ca [IunTepoM jemHa Me je ocoba nmrana ,,[la 1 ce emno moHa-
mao?, a apyra ,,IllTa je umao ma xaxke y cBojy ogbpany?“

[InHTep je 610 M3y3eTHO pajjO3HAO 3a YOBEKA KOjU je HEKONUKO
nyTa 610 Ha Ipary cMpTi. 3aHMM/BMBO je Jla caM MY ja IIpernpuyaBaia
IO30pUIIHY XXUBOT J/IOH/IOHA, IIpe cBera JlenaxoBy npencraBy Juticunk
(Lepage, Lypsynch); npudana cam My u o JKenama 3atiaga En Ilenuko
(Ann Jellico, Western Women) — Hucam y3ayz OfJIOKI/Ia HAalll CyCPeT
3a #Ba fgaHa. O TpeHyTKa Kafia je IImHTep pexkao ma mopa fja uje Ha
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CBOjy IIOTIOJJHEBHY CMECTY U II03Ba0 TaKCH, 10 TPEHYTKa KaJja CMO 3al-
CTa KpeHy/u, IPOIIIO je OKO [iBajieceT MUHYTa. Takcucra je 610 Tomm-
KO JBYT ILITO je 4eKao fia Huje XTeo Aa nmomorHe ITunrepy ma usabe ns
Kosa, a [ImHTep je rajHo OICOBaO.

Y Buie Hero jegHOM cMycny ITuHTep je 6110 IyH >KMBOTA 1 OKpe-
HyT 6ynyhaoctn. ITo3Bao Me je Ha HEKOIMKO ITO30PUIIHNUX IIPECTaBa;
OYMIVIEHO MY je 6MJI0 CTaJIo a Ha MeHe OCTaBM Ay0OK YTHCAK U Ja Me
mapMupa — Tpeba camo nornenaru gpororpaduje us Ecenuye (perpopny-
KOBaHa je Ha KopuIjaMa OBOT TeMaTa): OIyIITEHO je OCTIOmheH Ha CBOjY
PyKy u3a ¢raiie BuHa Kojy je 6110 Hapy4uno Ipe Hero LITO caM HOILIa,
a KacHMje MU TJIAaHTHO CUIIA0; [IeBOjKa M3 PeCTOpPaHa HaC je CIMKaa.
Ha npBoj crmiy n3mel)y Hac je 610 Benuku Komaz 6emor 3uja, Ima cam
3aMOJIIA fIa HAIIPABU jOII jeiHy 13 MaJIo Apyradmjer yria. ,[pe6ano 6u
7la IOCTaHeTe pefuTeb, MMaTe CMUCTA 3a TpocTop ', [InHTep je moxBamm
Y3 3aBOJ/bMB CMEIIIAK, a IeBOjKa 3aclja Off 3a/I0BO/bCTBA. TakcucTa Koju
HaC je 4eKao, 6o je MIapMaHTaH YOBEK Off OKO IIe3JIeCeT TOiMHA, TaM-
HOT TeHa ¥ BEJIMKMX IIPHNX 04Mjy, MajIo Ipocef. ,1o je fabpuje [apcuja
Mapxkec, peue [Iunrep mepercku. HoBexk je 3amcta mmano Ha Mapkeca
U ja ce HacCMejax.

ITa umak, Kaja cMo ce nmosjpasbany, IIuHTep Mu je TOmIoO crerao
PYKY y3 peun: ,,Cny1ajre, MHOTO MM je [paro LITO CMO Cpenu. 3aucTa
M1 je mparo. CBe Hajbombe", a TO je 3By4asno kao 36orom. Kacuuje cam
CXBaTIIA KaJja caM 4y/Ia BECT O IeroBOj CMPTH Ja je OH Taja 61o 4o-
BEK KOjI je >KMBEO Ha IPAHMUIIM [jBa CBETA. Y OBOM CBETY jeé HACTOjao Ja
JKVBY IIYHUM >XMBOTOM YIIPKOC IIaTHU KOjy je TPII€O, a HU OHaj CBET ra
HUj€ TUIAILNO.

ITocne cactanka y Ecenyu Tpebaso je joul jemHOM ja ce BUVIMO
Kpo3 /iBa JjaHa y HammoHa/mHOM O30pUIITY Ifie CY Ce Te Beuepy JaBa-
e iBe werose fpame, Cnab 6on (A Slight Ache) n Ilejsaxc (Landscape).
[TosBao me je ga gobem y BUII camon Ha KOKTen 3a BpeMe Iayse, a 3a-
TUM OIIeT Iocrte npeycrase. To ce, MmehyTum, Huje ocTBapuio, jep Huje
Morao fia fohe Ha IpefcTaBy, LITO je y MEHM M3a3BajI0 U3BECHY 301y
ca KojoM caM HanmycTuna JIoHjoH.

buna je Benuka npusuneruja ynosnaru Xaponpga Ilunrepa, a Becr
0 KEroBoj (110 MOM MUIIUbEHY) IIPEPaHOj CMPTYU PACTYXKIIa HAC je CBe
KOju cMo ra nosHaBaju u uenmnmu. OBaj 6poj Hacneha nosehen Xaporn-
ny IlnnTepy, 610 je IIaHMpaH OAMAX IIOC/Ie CBEYAHOCTH JOfie/e MMova-
CHOT JIoKTOpaTa y jyHy 2008. rogmHe Kao joll jefIHO IPU3HAhe HEroBoj
13y3eTHOj IPaMCKOj YMETHOCTH U rpahaHckoj XpabpocTn.

Kpazyjesau, 2009. Pagmuna Haciniuh
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Pagmuna Haciaiuh ca Xapongom Iunitepom, pecitiopar Ecenya, JTongon, 11. ceititiembap 2008.
Radmila Nasti¢ and Harold Pinter, restaurant Essenza, september 11, 2008



HAROLD PINTER
(1930-2008)

THE DEATH OF A BEAUTIFUL DREAMER

Harold Pinter died on December 24, 2008, after a long battle with illness.
A week before his death I had sent him a video clip of the ceremony
held in his honor six months earlier, on June 6, 2008, at the University
of Kragujevac. As part of the celebration the students of the English de-
partment performed a scene from his Ashes to Ashes, and music student
Bojan Bulatovi¢ sang Stephen Foster's song Beautiful Dreamer, which he
dedicated to Pinter and which all the participants spontaneously joined
in, to send him their love and best wishes.

I promissed him the clip during our lunch meeting at the restau-
rant Essenza in London on September 11, 2008, because he expressed
great eagerness to have it. At the meeting we talked about the honorary
degree awarded to him by the University of Kragujevac, and the texts
Professor Ljiljana Bogoeva-Sedlar and I had written about him, (both
printed in this issue). When he had read Ljiljana’s essay on ‘consent or
concern, Pinter wrote “I would be glad if you would tell her how im-
pressed I am by it. I found it extremely acute and undoubtedly accurate”
And when he read my paper Pinter commented: “I was very moved by
your presentation”

My interest in Pinter started about twenty years ago when, under the
supervision of Professor Bogoeva, I decided to write my doctoral disser-
tation on Pinter and Albee. The dissertation was completed in 1996 and
arranged for publication in 1998 as a monograph Drama in the Age of
Irony. Thus, the idea to award Pinter an honorary degree of the Univer-
sity of Kragujevac came, first and foremost, from my profound unders-
tadning and appreciation of his dramatic art. The great displays of per-
sonal integrity and courage by Pinter-the-political-activist came later.

I had travelled to London that September 2008 in order to take part
in a two day theatre conference scheduled to take place in the British
Library. The topic was The Golden Generation, New Light on Post-War
British Theatre 1945-1968, with Pinter announced as one of the 'wit-
nesses. We all held our breath when, helping himself with a cane, Pin-
ter walked into the lecture hall, climbed on to the platform and seated
himself opposite Harry Burton. The interview lasted a full hour. Pinter
talked about the first productions of his plays in 1957, remembering his
fellow playwrights and actors. He was particularly grieved by the death
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of his friends - his favourite actor Allan Bates, and his favourite fellow
playwright Simon Gray. He singled out Michael Gambon, who was then
playing in his No Mans Land, just about to be transferred from Dublin’s
Gate Theatre to London’s The Duke of York's, as the one great actor who
could compare with the likes of Allan Bates and his generation. Dur-
ing the conversation with Burton, Pinter said that he had always been a
rather solitary figure in literary circles, never a member of a group or a
movement. But, he added, he does meet and exchange views with other
writers from time to time. Such an occasion had recently been provided
by the traditional gathering of young new writers from China, India,
Cuba and other countries from around the globe, organized by The
Royal Court Theatre. While the interviewer wanted to know whether
the writers talked about the oppression in their countries, Pinter flared
and pointed out that it was necessary to speak of Britain, his own coun-
try, and the hypocrisy of its leaders who protested, on moral grounds,
against the Russian invasion of Georgia. ‘It stinks to high heaven, he ex-
claimed, and reminded his country’s leadership that they had invaded
Iraq in 2003, and that as a consequence a million people had died, in-
cluding hundreds of thousands of children. He would continue to insist
on truth, knowing that he was not alone, and that thousands of people
around the world shared his views.

When the interview was over, visibly exhausted, Pinter withdrew to
the back room but reappeared soon to take his seat in the hall. His wife,
Lady Antonia, who had sat next to me during the interview, mentioned
me to him and introduced us. Although we had agreed, in our earlier
phone conversation, that I would ring him up the following morning,
Pinter asked me straightforwardly: “Are you free for lunch tomorrow?”
Quite surprised I replied: “Well, yes, if that is the only time that suits
you.” Surprised in return, Pinter inquired whether I had planned some-
thing else. “The conference continues until tomorrow evening,” was my
explanation! What a loss it would have been if I had failed to respond
properly to his kind lunch invitation! Who would have thought that he
would leave us so soon.

As a matter of fact I had caught Pinter’s attention during the confer-
ence break, while talking to the actress Auriol Smith who had played
in the historic first performance of Pinter’s Room in 1957, and was now
putting up a Vaclav Havel play at the theatre in Richmond. She com-
pared Vaclav Havel to Pinter, but I protested that Havel had lost much of
his 'dissident’ integrity since he became a fervent supporter of America’s
many recent wars, including the NATO air attacks on Serbia. At this
point I saw Pinter nodding his approval. Our conversation at Essenza
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two days later went along similar lines. “I heard what you said about
Havel and it is true. We still meet occasionally but never speak about
politics. I have known him for thirty years, and when you have known
someone for thirty years, it is difficult to stop liking them. And besides
he was in prison, he was ill. I was ill”, he said, suddenly, with emphasis. I
took that to mean that he believed himself no longer ill, and was glad he
considered himself healed.

We had many topics to discuss, in the first place the recent degree
award to him by the University of Kragujevac. Pinter repeated how hon-
oured he was. His wife had earlier said that he was very proud of it. The
University had sent him the diploma with the video recording of the
whole ceremony (in Serbian), but he said he could not view and remem-
ber all the material he received, daily, from all over the world, as his eyes
sometimes betrayed him. (As his legs did too, I thought, but not his head,
luckily. He seemed so mentally fit and hale.) He said that he would, in-
deed, like to see the closing part of the ceremony when the students play
the last scene of Ashes to Ashes and then sing to him. Since I did not have
the recording with me I promised to send it. We talked about the city of
Kragujevac, the first capitol of Serbia, liberated from Turkish rule in the
19t century, and of the first Serbian theatre, opened in Kragujevac in
1835, still very much in use. We could not avoid mentioning the plight
of Kragujevac in World War II, and in the NATO air-attacks in 1999.
On October 21, 1941, Nazi German command in Kragujevac executed
at least 2.000 people, including high school children, in retribution for
the actions of the partisan resistance fighters. The massacre was in line
with a directive Hitler issued to the Wermacht High Command, that for
each dead German soldier 100 local residents would be killed, and that
for every wounded German soldier at least 50 Serbs must die. In 1999
Kragujevac was heavily bombed, its industry completely destroyed. Pin-
ter repeated his indignation.

I thanked him again for his support for Serbia during the NATO
military intervention, and he repeated what a terrible shame it was. I
told him about our first meeting in Leeds in 2007, which was not exactly
a meeting because we were never introduced. He was not feeling well
and could only attend the award ceremony, and the performance of his
Monologue by Henry Woolf. Just before the play began, after the lights
had dimmed, Pinter entered the auditorium accompanied by his wife,
and sat silently behind us.

As we lunched I told Pinter of the strange impression which the cir-
cumstances of the Leeds conference left on me. We were all affected by
his ill health and the visible sadness, even fear, in his eyes, and were dis-
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pleased by the distance from him the organizers asked us to keep. The
topic of my presentation were his plays The Birthday Party, Party Time
and Celebration, and the documentary Counterblast, as well as several
April anniversaries which I wished to mark (and others 'celebrate’): three
Easter bombings of Belgrade and Serbia - by the Nazis in 1941, the Al-
lies in 1944, and NATO in 1999. Just thinking of these cruel and unjust
events produced strong emotions in me so that, towards the end of my
presentation, when I was about to read my closing tribute to Pinter - “for
your invaluable contribution to the art of drama, as well as your intellec-
tual honesty and courage THANK YOU HAROLD PINTER once again,
I broke into tears that I could not stop for half an hour. There was a si-
lence of embarrassment in the audience.

I told Pinter that my desperation was partly caused by the continu-
ous labelling of the Serbian people as an epitome of evil, to the point
that many in Serbia are beginning to adopt and internalise this ugly im-
age of themselves. "No, no, no", Pinter was shaking his head in disap-
proval. "This must not be allowed." From one of the most well liked and
esteemed nations in the world, I told him, we have become the most
hated. My generation felt the full weight of this shift, and few could bear
it. Pinter said that he understood these extremities very well. T am un-
popular too, he said. Indeed, there was some truth to his claim. Twice
that week, in London, when I mentioned meeting Pinter, the comments
were strange: one comment was ‘Did he behave himself?’ and the other
‘What did he have to say for himself?’

During our meeting Pinter displayed wonderful freshness of spirit
and curiosity, for a man who had already been several times at the point
of dying. After all the topics we had discussed he wished to hear from
me about my theatrical experiences in London, especially Robert Lep-
age’s Lipsynch and Ann Jellicoe’s Western Women. A full twenty minutes
passed between the moment he called a taxi and announced that he had
to leave to have his afternoon rest, and the moment of our actual depar-
ture. The taxi driver was so displeased for having to wait, that later he
wouldn’t help Pinter get out of the car and Pinter swore.

In so many ways he was so incredibly active and alive that Septem-
ber. He invited me to a couple of theatrical events; we talked about ar-
ranging an interview with Radio Belgrade. He obviously wanted to be
a charming host and make a good impression. You have only to take a
look at the photograph taken at Essenza (on the cover page of this is-
sue): he is leaning in a leisurely fashion on his arm, behind the bottle of
wine which he had ordered before I came, out of which he would later
gallantly pour for me. A girl at the restaurant took the photos. The first
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one showed too much of a white wall between us, I asked for another
from a slightly different angle. “You should become a director, you have
a sense of space, Pinter told her with a disarming smile, and she beamed
with satisfaction. The taxi driver was a handsome dark man of about 60
with huge black eyes and grayish hair. “This is Gabriel Garcia Marques,
said Pinter mischievously. Indeed the man did resemble Marques, and I
laughed.

Yet, when we parted in the taxi and Pinter put his hand over mine,
saying warmly ‘Look, I am very glad to have met you. I am indeed very
glad. Take care, it sounded somehow like goodbye. I understood, later,
after the news of his death had reached me, that he was a man who ex-
isted between two worlds and tried to live in this one to his full, despite
the pain he was under. We planned to meet again in two days in the
National Theatre where his two plays premiered, Landscape and A Slight
Ache. He invited me to the VIP lounge for a cocktail during the break,
but he did not attend these events after all, and I left London with a bad
premonition.

It was a great privilege to have met Harold Pinter, and the news of
his (in my view) premature death, brought great sadness to all of us who
had known and appreciated him. This issue of Heritage, dedicated to Ha-
rold Pinter, was planned immediately after the award ceremony in June
2008 as another tribute to Pinter’s extraordinary dramatic artistry and
civil courage.

Kragujevac, 2009 Radmila Nasti¢
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Pexiuiop tipop. gp Munows Bypan ypyuyje quiinomy gp bozoesoj-Cegnap y
ume Xaponga Ilunitiepa

Rector, professor Dr Milo$ Puran delivers Honorary diploma to
professor Bogoeva-Sedlar in the name of Harold Pinter



YIK 821.111:929 IIuntep X.

JOIEJIA IIOYACHOT TOKTOPATA
XAPOJITY IMHTEPY

HA YHUBEP3UTETY Y KPATYJEBIIY
6. jyn 2008.

Yuusepsurer y Kparyjesny pomenuo je Xaponpy lImnrepy moyacHmu
JNOKTOpAaT Ha CBEYAHOCTU OAp>KaHOj 6. jyHa 2008. ropune, y meroBom
ozicycTBy. Pektop KparyjeBaukor yHusepsurera npodecop ap Muonr
‘Bypan, ypyuno je gunomy nodacHor fokropa gp /bumanu boroesoj-
Cennap kojy je [InHTep npeanoxuo fa y beroBo MMe IpUXBaT OBY II0O-
YacT, TIOLITO je IPOYNTA0 IEH TEKCT KOji 06jaB/byjeMo y 0BOM Opojy
Hacneha. TIpodecop Cepnap je mpountana mopyky kojy je Ilmnrep
YIYyTUO YHMBEP3UTETY 3a CBEYAaHY LIEPEMOHU)Y yPy4MBarba JAUIIJIOME.
Pextop BypaHn je npounTao 1 nopyky HofipliKe Off jeTHOT paHMjeT Jj0-
OMTHMKA IIOYaCHOT IOKTOpaTa YHuBepanutera y Kparyjesiyy, mctakaHyTor
XONaHJCKOT Hay4yHMKa Jleononpga Bepmrpanena.

Pextop np Munom Bypan npefcraBuo je u ocrajne y4yeCHUKe Yy
CB€YAHOj LJePEMOHMjI: TIpefiIarade ofie/ie Mo4acHor fokropara [Inn-
Tepy, AekaHa Pumononrko-ymeTHHYKor akynrera mpodecopa Cro-
6opana Illrernha xoju je mpemcraBuo Xaponpa IInHTepa, ymeTHMKa
u rpabanuna, u 1p Pagmmny Hactuh, nponekana sa Hayky u mebyHa-
ponHy capaiipy OUI0NTOIIKO-yMEeTHUYKOT QaKy/iTeTa, Koja je IpefcTa-
BuIa [IuatepoBy npamy [leiieo iietiesty, CTyleHTe U CapafiHUKe KOju Cy
IPUIIPEMIIN ¥ U3BETY YMETHUYKY IIPOTpaM, IpeficefHIKA CKYIIITHE
rpaga Kparyjesua mp Caury Munennha xoju je mozjceTno npucyTHe Ha
cBOj cycpert ca IImarepom y JIoHOHY, IPUINKOM ypy4uMBamba IIAKETE
Cs.Hopha noyacHom rpabanuny Kparyjesma. Y xomy Pekropara 6ma
je mocTaBjbeHa M3m0Xx6a m1akara nmocsehena Xaponny IlnuTepy, kojy je
ypazuo npodecop Cnobomaun llrernh.

Hopyxa Xaponqga Ilunitiepa
Ynueepsuineiniy y Kpazyjesuy

yboko cam tiouawhen gogenom wiuitiyne ouacHoe qoxiiopa Yru-
sepsuttietiia y Kpazyjesyy. Beoma mu je x#ao witio Mu 3gpasmwe He go3-
somasa ga iyiyjem. XKenum, mehytaum, ga yuywum Hajiiotinuje #o3-
gpase Ynueepsuitieitiy u Hapogy Cpouje. Ogysex cam zajuo gy6oxo gu-
emwerve fipema CPUCcKOM HAPOgy U JacHO My TUPYHCUO HyHY HOGPUIKY 3a
epeme HOMINIYyHO HeOUPABJAHOZ U CPAMHOZ HATIAGA HA 1e208Y 3eMbY 04
ciipane HATO tiaxitia. Xeana.
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Peu npodecopa Crob6opana IlIternha,
Lexana Qunonowko-ymeminuukoZ axyniteiia

Xaponp IInnTep je jeman of Manor 6poja ApaMCKUX Mucana Koju
cy nobwm HobenoBy Harpany 3a KiJDKeBHOCT. [Ipe mera oBy Harpa-
1Ly, IIPEBACXOJIHO 3a APAaMCKO CTBApaIaIlTBo, fob6mmu cy Ilopi bepHapy
o, Jynuu O'Hun, Cemjyen beker n [lapno ®o. Kaga je 2005. ropgu-
He HobenoB komuteT mopemo Hajsehy KibVDKeBHY Harpagy yIaefHOM
OpUTAHCKOM INCLY, Y 0Opa3IoKemhy je UCTAKA0 HeroB JOIPUHOC 00-
HaB/baIby ApaMCKe yMeTHIN4YKe ¢popMe 1 Bpahamwy mosopuura cBojum
KOpPEHVMa, a/lyl HUKO HIje IOCYMIbao JIa je Harpajia 6mia 1 mpusHame
[InuTepoBOj rpahaHckoj XpabpocTy U MOIITEwY. Y CBOM TOBOPY KOjUM
ce 3axBanno Ha Jope/puBamwy Hobenose Harpaje, [TunTep je ncrakao ma
je Tparame 3a MCTMHOM CYLITVHA HbEeroBOr JPaMCKOT CTBAapajIallTBa U
JKMBOTHOT aHT'&XMaHa, MaJja y pasIMInTIM OOMMIMMA: JOK YMETHOCT
TI0Ka3yje KaKo je o MCTMHE TeIKo fohu, o yeMy cBefjoue MHOTOOpOjHe
[InHTepOBe HpaMe, MMIIEPATUB CBAKOT YOBEKA A TOCEOHO KIbVKEeBHIKA
je ma y )KMBOTY MHCUCTMpaA Ha yTBphuBamwy UCTUHe.

Y jemnom mHTepBjyy u3 1988. rogune Ilunrep je osHaumo pemu-
Ky 13 cBoje HajBehe gpame Pohergan Kao cBOj >XMBOTHU MOTO: ,,He f0-
3BO/IM Jja TV TOBOpe IuTa Tpeba ma papumr’. , Iy pedeHUIy caM >KUBeEO
IIeJIOT CBOT >KMBOTA, pekao je IImHTep, Koju je [ielieHnjaMa aHraxo-
BaH Kao 6opall 3a c1o607y ToBOpa U J/byJCKa IIpaBa LIMPOM CBeTa, ajli
IIpe CBera y CBOjOj 3€M/bM, M KOjU je BEOMa 4eCTO OCTaja0 yCaM/beH Kao
npotuBHUK pata. Akiyjy HATO nakra y Cpbuju 1999. ronnse, Kojy
CY HeKe IeroBe Kojiere CMaTpasie HeKOM BPCTOM MMIUTAPUCTUYKOT Xy-
MaHu3Ma, [InHTep je oKapakTepucao Kao CuIennjcKy MaHmudecTanujy
y LV/by KOHAUHOT YHMIITaBamwa jefjHe 3eM/be, JyrocnaBuje, Koja je 6mia
Ipernpexa c1000JHOM TPXKUIITY ¥ ITOX/IENN MY/TTUHAIVIOHA/THUX KOM-
HaHNja.

[TomenyTa fgpama Polengan, Koja ce gaHac cMaTpa peMeK-[enoM
CBETCKE KIbVDKEBHOCTH, HaIlMICaHa je 1 u3BefeHa 1957, roguue. Vicre ro-
IViHe u3BefeHe cy u gpame Coba — xoja ce cmarpa [InHTepoBOM IpBOM
npamowm, u be3s io2osopa. OBe Tpu fpame yBesie Cy Y KIbVDKEBHY U I1030-
PUILHY TEPMMHOJIOTHjY M3pa3e MMHTEPOBCKY U IMHTEPECKHN, 3 je[IUH-
CTBEHY CMHTE3Yy CLIEHCKE pelpe3eHTanyje /bY/CKOr CTama, MICTOBpeMe-
HO cMelHe 1 Tparn4He. Jlo nanac je IImHTep Hammcao mpexo 4eTppeceT
[paMa, 1 MHOroOpojHe guaMckKe crieHapuje. Y HeroB yMeTHUYKN paj
ybpajajy ce 1 rrymadke y7ore, mosopuirse u ¢punmMcke pexxuje. I1nire n
1ecMe, IIpo3y ¥ MOJINTIYKE paclpaBe caKyIlbeHe y 36upiy Pasuu ena-
cosu, Koja je objaB/beHa U Ha CpPICKOM jesuky 2002. ronune y HoBom
Capy.



Hacnehe

IIpouwre ropune, fakie, IInHTep je mpocmaBmo nefeceT rogyHa CBOT
npaMckor pajga. Taj jyousej je 610 obenexxeH [ofe/bUBamHEM TOYaCHOT
moKTOpara YHuBepsurera y Jluagy, kaza je Iluatep 360r 60nectu mo-
CIefbY IyT JIMYHO IPUCYCTBOBAO jefHOM BeheM jaBHOM porabajy y
cBOjy yacT usBaH Jlongona. Ocum oBe Harpaje Ilunrepy cy nonemene
¥l TIOYaCHY JOKTOpaTy yHUBep3utera y Peguury 1970. rogune (To My je
0110 IIpBY IIOYACHY TOKTOPAT), y bupmunremy, [masrosy, Vicrounoj AH-
ruju, CrepnuHry, bpayny (na Pox Ajnenny), Xay, Cacekcy, VicTouHom
Jlonpony, Codwuju, bpucrony, fongcmutcy, yansepsurera y JIoHoRYy,
Conyny, ®upenun, Topuny, Jabmny. OcuM MOYacHUX HOKTOpara M1
Hob6enose Harpape, IlnnTep je 1o6mo u MHOTre fpyre CBeTCKe Harpa-
Jie, Off KOjuX je HajsHayajHuja dpannycka Jlernja gacTu Kojy je mobuo
IIpOLIJIe TOf[UHE.

I[TIpepor koju je moTekao ca OUIONOMIKO-yMETHIYKOT (pakynTeTa
ma ce Xaponpy IIuHTepy momenu moyacHM JOKTOPAT YHUBEP3UTETA y
Kparyjesny, neo je onpenemema OVIJIYM-a, panmje ucKasaHOT y JI0-
Ie/bMBaIY HOKTOpaTa cnmKapy Bragummpy Bemmukosuhy, na mHCHCTH-
Pa Ha YMETHMYKNUM U XyMaHUCTUYKMM BPEJHOCTMMA Y JJAaHALIbEM IIpa-
TMaTHYHOM CBETY KOj! VX YeCTO OMajIOBaXkaBa y MMe CeOMYHMX II0je-
AVHAYHUX ¥ rpynHux nHrepeca. [logcehamo Bac pa je Xaponp IlunTep
Ipe ABe TOAMHE IPOITIAllleH oYacHUM rpabanmuoM KparyjeBua n fa
My je fofe/beHa maketa Cperor Hopbha.

O6pahamwe np /bupane boroese-Cemnap,
Koja je tupumuia quiliomy o4acHoz gokiiopa
y ume Xaponga Ilunitiepa

CTuilajeM OKONMHOCTM, MEHM je NpuIajga 4acT ja y ume Xaponpga
[TnnTepa NpMMMM IOYACHM JOKTOPAT KOju My YHUBep3uteT y Kparyjes-
1y popemyje. JlosonmuTe fna u ja, TMYHO, KaXKeM HEKOIMKO IPUTOSHUX
pedn, Ipe Hero WITo MpoYnTaM MOopyKy Kojy je Xapony [Iunrep ymyTno
OBOM CKYIIy.

Curypna cam ga Mel)y oHuMMa Koju ce IOHOCe IIEPEMOHMjOM Koja
je maHac y TOKY HUCY caMO JbyOUTE/bY IO30PUIITA U CTYHREHTU KIbU-
xeBHOCTH. [Topen my6mumke koja Beh Bue off efieceT TofNHa yKuBa y
[InHTEpOBO] APAMCKOj YMETHOCTHU He CyMmbaM Ja ce IImHTepoM nonoce
v CBM OHM Y umjeM je cehamy 3abenexxen ITunrep aktusucra IIEH-a,
KOjM y SPYIUTBY aMePUYKOT IPaMCKOT IICIA ¥ IMYHOT IpujaTe/ba Ap-
Typa Munepa, 1985. ronune ob6unasu Typcky; [TuHTep ca mecHUKOM-
ceemtreHnKoM Epencrom Kappenanom na ckyny ns 1987. rogune onp-
»KaHOM Yy 3HakK noppuke Huxaparsy; IIuaTep MofepaTop auckycuje o
HOBOM X/IaJIHOM pary Koja ce n3mehy Hoama Yomckor u Ilona ITnmzepa
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Bozu y Jlongonckom AnmMenpa teatpy 1994. ropune; mnm IlnnTep xoju
2000. rognue y Conyny, n 2001. rogune y ®upenny, npumMajyhn mo-
JacHe JJOKTOpare Koje My IIpe Hallle 3eMJbe JJOie/byjy YHUBEP3UTETU U3
Ipuxe u Vtanuje, roBOpyu NCTO Kao U y TeNIEBU3UjKOj emucuju IIpoitiu-
8ygap 1999. ronune, o kaceTHUM 6oMbama 6ayenuM Ha Hui 1 Hezako-
HITOM paTy KOju ce IpoTus Haule 3eM/be Boxno.

Tor ppyror IInnTepa ncTideM 3ato WTO ce HajaM Aa he y epu uH-
nyctpuje 3abaBe, KyIType, I1a 1 3Hama, YHUBep3uteT y Kparyjesuy,
HOpeJ, CTPy4mbaKa U eKCIlepaTa Koje UCIopydyje TPXKUILUTY, YBeK Ipo-
U3BOAUTU UM Makap 1o jegHor Xaponja IImHTepa, cTyseHTa mam cry-
IEeHTKUIbY KOju Hehe MOCTYITHIYKY ¥ TOZAHNYKY CYJIY YMHUTY YCITYTy
¥ Ha3uBaty je npasaoM, Beh he kao [InnTep, U kao MHOTM IpyTH U3 Ha-
poiHe TpajuLyje, CTaTH Y3 MCTUHY, Ma KOJIMKO TaKaB YMH CUJIA YMHIIA
OIIaCHMM U HemomnynapHuM. [InHTep je, 1 Kao mucan 1 Kao aHTU-PaTHA
aKTMBICTA, IIPABO HAa UCTUHY, MUP, CIOOONY, M JbYLICKO TOCTOjaHCTBO
6panno ysek, ma u 2005. y cBojoj Hobenosoj 6ecemu Ymetinoci, uc-
tiuna, donutuka. Vimajyhu y supy na cy HATO renepanu 22. janyapa
2008. ropuHe o6jaBMIN y TOHAOHCKOM [appujany maHudgect o HOBOM
IUIaHMPAHOM IIPEBEHTVBHOM HYK/IeapHOM Hamlany Koju he msectn, xe-
nmuM IInHTepy, KoMe he oBaj moyacHM JOKTOpAT 6UTK ypydeH, ja joII
IYTO IIOXKVBI, jep paT yMETHMKA IPOTVB MIMIIEpYje Hije 3aBPLIEH U JIC-
TiHM he, yckopo (1 HaXKamocT), MCKYyCHY TIpYjaTe/by KAo LITO je OH io-
Ho60 6uTH ITpeko notpebHn. HamaM ce fga cy cBu MpuUCyTHI, a TOCEOHO
oHM Koju IImHTepy maHac oBaj moYacHU JOKTOPAT JOJEIbY)Y, CIIPEMHMA
Jla ce 3a MCTe LU/bEeBE Y CaMy JIMYHO 3a/I0Ke.

O6pahamwe np Pagmmune Hactuh,
IIpogexana 3a HayuHouciipaxusauku pag
u mehynapogny capagrwy PUIYM-a

Qacyyuanyja IInHTEpOBUX [paMa, M CTAapuMX M HOBUX, JEXU Y
YUIbEHNUIIM JJa MCTOBPEMEHO M3ITIE[lajy CAaBPIIEHO jeJHOCTaBHE M J1a
Ofajy yTucax cinojeBUTOCTH U fybuHe. llentpanna meradopa IInmHre-
POBOr' IpaMCKOT je3MKa II0jaB/byje Ce jOIl y IPBOj M3BENEHO] ApaMu
oBor aytopa — Cob6a, n3 1957. ronnne. Kao cumbon 3apobmenoctu, gpu-
3nuke 1 Metadusnuke, coba je Mecto pajmwe BehnHe apama Xaponga
[TnnTepa. CrpaxoBu, MpeTHbe U IPOrOHNTEbY Pa3HUX BPCTa, CTUIKY U3
CIIO/ballIbeT CBeTa y HeKaJa IpUBaTHYU IPOCTOp cobe, ykadyjyhu Ha To
KaKO Cy IMYHO U IIOIUTUYKO HEPACKUMBO ITOBE3aHN.

Tako je 6uno y I[IunrepoBumM npsum apamama Pohengan, Haciiioj-
Huxk, Iospaitiax n CiliakneHux, y ipaMaMa 13 cpenber nepuopa Ciapa
epemena v Huuuja semma, v y HOBUjuM ipamMaMa Bpeme 3abase u [leiieo
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iietienny. [Iok je y mO4eTKy IpeTa Ouma HeonpeheHa, y HOBujuM fapa-
MaMa je eKCIUIMLUTHMja U nonutuyHyja: [Imartep gpamarnsyje nmuune
Tparefyje 1 Hacu/be Koje /by TpIIe 300T BIACTUTHX 136o0pa.

W npama Ileiieo iieiieny, n3 Koje he Halm CTyHeHTH M3BECTH jefi-
HY CLIeHY, OffurpaBa ce y cobu: y pasrosopy usmelby [lesnuna u Pebe-
Ke OTKpVBa Ce IheHa TpayMa u3a3paHa cehameM Ha perpecujy TOKOM
KOje Cy Jby/iyI OMIIV IeIOPTOBaHY BarOHMMA, 4 )KeHaMa ofiy31MaHe 6ebe
U3 Hapy4Yja. JelaH KpUTUYap je MPUMETHO /Ia HUA Y je[ITHOM CaBpEMEHOM
KOMaJly IMYHO U TOMUTUYKO HUCY IPUKA3aHM Y TONMKO] MEPU TOBE-
3aHU Kao y 0Boj Apamu: [IMHTep mpukasyje Kako daummsaM Iounme y
nopopuuy u 'y mebymynckum ogaocuMa. Bpeme norabama je, mehytum,
cajlallimbe, a MeCcTo 30uBama EHIecka, Kako je HarlalleHO Ha MOYeTKY
oBe jefHouMHKe. VI [IuHTED je y jeflHOM MHTEPBjyy PeKao Ja 0Ba Apama
HIje camo nopcehame Ha HanyicTe 11 X0/IOKAyCT, KAKO MHOTY KOMEHTa-
TOPM TO BOJIE [ia BUAe. ‘[060pumM 0 HAMA U HAWLO] KOHUEeTIYUju coTicilieeHe
HpowinIoCcTiiu U colicitieHe Uctiopuje, U wiitia Ham ce 3602 iioza gozaha y
cagawrwocitu“ (Pasuu znacosu).

ok cy Ham Ilon [lon n Epaect XeMuHrBej roBOpmn ja He MUTAMO
KOMe 3BOHA 3BOHE jep 3BOHE CBMMa HaMa, [ImHTep Ham nopyudyje fa He
IUTAaMO KOMe IONMNIMjCKe CUPEHE 3aBMjajy, jep 3aBMjajy CBMMa Hama y
JlaHALIIeM CBETY CTpeIlibe: TOKOM pasroBopa n3Mehy Pebexe u [leBmm-
Ha y IO3aJMHY Ce IIOBPEMeHO 4Yyje 3ByK MOMMIMjCKMX cupeHa. Pebe-
Ka KOHCTaTyje KaKo ce yBeK oceha HelarogHo kaja 4yje /ja ce CpeHe
yZa/baBajy, jep Tajja 3Ha Ia ce HEKOM JIpyroM IpuOMKaBajy, a JeBmu
Iapopupa NopyKy o comuaapHocTu [lona u XeMuHrseja obehamem Pe-
Oexn ma Buie HuKajga Hehe OuTu cama, jep he je BeuHO mpaTtuTy 3ByK
IOIUIIV]CKMX CUPEHa.

X%k

Haur npBu mokyiaj fa IpunpeMmuMo jefHy fpaMy Ha eHITIECKOM
je3uKy, MoXKzia 6aIlr 3axBajbyjyhy aTpaKTMBHOCTY IMTHTEPOBCKOT CIIEH-
CKOT ¥3pa3a, HaMlllao je Ha BE/IVKO MHTEepPeCcOoBambe CTYLEHATa, TAKO Jja
cMo pennu ga of uayhe roguHe ocHyjeMo Jpamcky Zpyiiy Ha eHeneckom
je3uxy, v ja off OKTOOpa MOYHEMO Ja IpuIpeMamo Manu (GecTUBa Clie-
Ha u3 [IMHTepOBUX ApaMa, a 3aTUM I U3 jpaMa APYIUX MUCAL[A, IIa MO-
XJIa 1 11efie ApaMe.

%%

Cueny u3 IIuntepose npame Ileiieo iieiienry ca CTYAeHTUMA Cy IIpU-
IpeMIIN Hamy capagHuim ca Karepe 3a eHIJIECKU je3UK U KEbJKEB-
HOCT: Asnekcanppa Pagosanosuh u Bweana Bramkosuh, y3 crpyuny
nomoh Hamrer yBaskeHor Kosere Anexkcanzipa Cracuha, 1 HerpoLemuBy
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Ca ceeuare yepemonuje y Pexitiopaitly Yuueepsuitieitia 6. jyrna 2008.

nomoh u moppuky rocnobe Onre CrankoBuh, a TIyMIu Cy CTYAeHTH
eHrneckor jesuka Mwrena Coxonosuh u VBana bamumh, koje urpajy
Pe6exy n wen exo, lejan Bykenuh nu Mnapgen CperenoBuh, koju urpajy
HeBmmHa. Ilpe Hero mTO BaM NpMKaXeMO M3abpaHy ClieHy 13 ApaMe
Iletieo nieiieny, Anexkcanpnap Pagosanosuh he nmpounraru kparak 1360p
opnomaka u3 [Imareposor Hobenosor ropopa y koMe ce Iucal OCBpHYO
Ha BOXKHOCT MHCUCTVpamba Ha UCTUHY Y PaMU U Y )KMBOTY, KaKko 6 ce
IIOBPATH/IO HELITO LITO CMO TOTOBO M3IyOV/IN — JOCTOjaHCTBO YOBEKA.

Ha xpajy hemo opcmymratu 1Be kpaTke Mysudke Tauke Koje he ms-
BecTy cTygeHTy Onceka 3a My3uky OumIonomKo-yMeTHUYKOT (paKysiTe-
Ta U Y3 KIaBUPCKY IpaTky npodecopke Haranuje Tomuh: bojan byna-
toBuh he n3sctu @ocrepoBy kommnosnunujy ‘Beautiful Dreamer’, a Jby-
6una lammaposuh komnosnunujy benymuna bputna "The Ash Grove.

[Tocne Mysm4kmx Tadaka cryfeHara OumomonKo-yMeTHIYKOT da-
kynreta noyehemo npojexunjy npencrase Cyherwe Xapongy Iuniiepy,
usBesieHe Ha JoakumlIuTep®ecty 2006. ropnHe, ma OHM Koju TO O6ymy
KeTIeNIu MOTY fla OfI/Iefiajy 1ieo CHUMaK of 40 MUHYyTa.



HONORARY DEGREE AWARD TO
HAROLD PINTER AT THE UNIVERSITY OF
KRAGUJEVAC

JUNE 6, 2008.

The ceremony was conducted by Professor Dr Milo§ Puran, Rector of
the University of Kragujevac who read out the decision to bestow the de-
gree by the University Council, a message from Harold Pinter, and a let-
ter of support from the University’s previous honoree, the distinguished
Dutch scholar Professor Leopold Verstraelen. The Rector delivered the
honorary degree diploma to Professor Ljiljana Bogoeva-Sedlar of the
Faculty of Dramatic Arts in Belgrade, chosen by Harold Pinter to accept
the honor on his behalf, after having read her text reprinted in this the-
matic issue of Heritage. Professor Duran then introduced the speakers
and the participants in the ceremony: initiators of the award Professor
Slobodan Steti¢, Dean of the Faculty of Philology and Arts, and Profes-
sor Radmila Nasti¢, Vice-Dean of the Faculty of Philology and Arts who
had helped prepare the dramatization of a scene from Pinter’s Ashes to
Ashes together with colleagues and students, and Mr. Sasa Mileni¢, Pres-
ident of the Kragujevac City Assembly, who talked about his meeting
with Harold Pinter in early 2007 when the City of Kragujevac awarded
him the Plaque of St.George.

Harold Pinter’s Message to the University of Kragujevac

I'm deeply honored to receive an honorary degree from the University
of Kragujevac. I very much regret that my health will not permit me to
travel. However, I send my warmest wishes to the University and indeed
to the people of Serbia. I have always had the deepest admiration for the
Serbian people and have made clear, in the past, that they had my full sup-
port during the totally unjustified and shameful attack upon their country
by the forces of NATO. Thank you.

Address of Professor Ljiljana Bogoeva-Sedlar

I am sure that it is not only theater-lovers and students of literature
who feel proud that this ceremony is taking place in Kragujevac today.
Besides theater-goers and the reading public, who have for the past fifty
hears appreciated the greatness of Pinter's dramatic art, there are, no
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doubt, many who share this feeling because they remember Pinter, the
PEN human rights activist, in Turkey in 1985 with American playwright
and personal friend Arthur Miller; Pinter, at the Nicaragua support rally
in 1987, with poet-priest Ernesto Cardenal; Pinter, at the Almeida theat-
er in 1994, with Noam Chomsky and John Pilger, moderating a debate
on the new Cold War; or Pinter in 2000 in Thessaloniki, and 2001 in
Florence, receiving honorary doctorates bestowed, before our country
decided to do the same, by the universities of Greece and Italy, protest-
ing on those occasions, as he did in his Counterblast, the cassette bombs
thrown on the Serbian city of Nis during the illegal 1999 NATO attack
on Yugoslavia.

It is this other Harold Pinter I wish to emphasize today because I
hope that, in the era of mass-produced cheep entertainment and culture
and education "industries; the University of Kragujevac will always pro-
duce, besides the expected experts, at least one Harold Pinter, one gradu-
ate who will not be subservient to power, who will refuse to equate force
with justice, and who will, in Harold’s spirit (and our own best national
tradition), stand up for Truth, however unpopular and dangerous the
assumption of that stance may be. As writer and anti-war activist Pinter
has always defended man’s right to know the truth, live in peace, enjoy
freedom and preserve his dignity. He did not fail to remind us of these
priorities even in 2005, during his Art, Truth, and Politics Nobel Lecture.
In view of the fact that on January 22, 2008, NATO made public its readi-
ness to carry out new preemptive nuclear attacks in the near future, I wish
Harold Pinter, whom we are honoring today, a very long life, because the
war of the artist against empire is obviously not over, and because (regret-
tably, and probably all too soon) the truth will again be in great need of
an experienced and dedicated friend like him. I hope that this honorary
degree which is being bestowed on him in Kragujevac today means that
all of us present here are friends of truth as well, prepared to personally
defend it the way he has always so courageously done.

%%

In his address, Mr Mileni¢ reminded the audience that the City of
Kragujevac had proclaimed Harold Pinter honorary citizen of Kragu-
jevac in 2006, awarding him the Plaque of St.George. Mr Mileni¢ had
the honour to deliver the award to Pinter in London in early 2007.
He had then said to Harold Pinter that in the world of modern indi-
vidualism, which is referred to as the world of modern narcissim by
contemporary theorists of culture, there is less and less space for res
publica, and the voice of vulnerable humanity. As in the Age of the
Prophets, that voice is now seldom heard and is spread today only
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by talented individuals, creative artists and persons of integrity.
The City of Kragujevac recognized that voice in the work and actions of
Harold Pinter. Mr Mileni¢ talked to Pinter about the history of Kragujevac
and its tragedy, expressing gratitude on behalf of the City of Kragujevac
for having such a great and respected friend in the world. Harold Pinter
answered that it was he who was grateful to the Serbian people for the
privilege of such a friendship, and that he was sorry that instead of foster-
ing friendly relations with the Serbian people, the country of his citizen-
ship had become an accessory to the crimes committed against Serbia.

ok

In his speech professor Slobodan Steti¢, Dean of the Faculty of Phi-
lology and Arts, emphasized the fact that Harold Pinter is among the
few playwrights to have received the Nobel Prize for literature for, as
the Nobel Committee had explained, his contribution to the revival of
the art of drama and the return of theatre to its roots, though nobody
doubted that the award was also for Harold Pinter's courage and hon-
esty, his perpetual quest for truth carried out in different ways both in
his life and art.

Professor Steti¢ reminded us that in a 1988 interview Pinter declared
a phrase from his greatest play The Birthday Party to be his life's motto:
'(Stan) don't let them tell you what to do.' Tve lived that line all my damn
life', added Pinter. He was true to his life's motto in 1999 when he de-
fended Serbia as it came under NATO air attacks, called by some of his
colleagues 'the new military humanism', and by Pinter a criminal act of
aggression to finally destroy the country Yugoslavia, an obstacle to the
expansion of the free market.

Professor Steti¢ further gave an overview of the 'Pinteresque’ style in
drama, from his earliest to his more recent plays, highlighting his best
plays, his poetic and prose work, and his engagement in screenwriting,
acting and directing. He also numbered all Pinter's previous honorary
doctorates and the French Legion of Honour.

Professor Steti¢ concluded his speech with the statement that the
proposal to award Harold Pinter the honorary degree of the University
in Kragujevac is a part of FILUM's (The Faculty of Philology and Arts)
commitment to artistic and humanistic values in today’s pragmatic
world, already expressed in the presentation of an honorary degree to
the painter Vladimir Velickovi¢.

%

Professor Radmila Nastic briefly explained the relevance of the met-
aphor of the room in Pinter's plays, the enduring political significance of
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Cuena u3 [Tunitiepose gpame Ashes to Ashes

both his early and his more recent plays, and introduced the play Ashes
to Ashes, highlighting the last scene which the English students had
prepared for the occasion. She also announced that the preparation for
the Pinter ceremony had produced a lot of interest in Pinter's plays and
drama in general, so that she and her assistants had decided to form an
English Language Drama Group to continue with the dramatizations of
Pinter’s plays.

In the programme that followed parts of Pinter’s Nobel Speech were
read out, English students performed the closing scene from Ashes to
Ashes, while music students contributed with musical performances. An
exhibition of Pinter posters created by Slobodan Steti¢, dean of the Fac-
ulty of Philology and Arts was held in the hall, while the screening of the
performance Trial to Harold Pinter was going on.
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Ljiljana Bogoeva Sedlar
Faculty of Dramatic Arts, Belgrade

THE 215T CENTURY: THE AGE OF CONSENT,
OR CONCERN? THE RISE OF DEMOCRATIC
IMPERIALISM AND ‘FALL OF WILLIAM
SHAKESPEARE !

This paper examines political events which have marked the open-
ing of the 21% century and demonstrates how ‘democratic imperialism,
on the march in the world today, extorts cultural support for military
interventions through ideological interference with education and the
arts. Besides the rewriting of history, one of the most dangerous strate-
gies used to promote it involves conversion of artists’ concern into con-
sent, either through misinterpretation of old masters or through massive
promotion of our contemporaries willing to be prudent and timely, that
is politically correct and supportive of the neo-imperial project.

Key words: democratic imperialism, educational reforms, William
Shakespeare, Peter Sellars, Bernard Shaw, Harold Pinter, Vaclav Havel,
Mario Varga Llosa, Augusto Boal

In his book Late Victorian Holocausts, published in 2001, Mike Davis tells
the story of famines that killed between 12 and 29 million Indians. These
people were, he demonstrates, murdered by British state policy. When
an El Nifio drought destituted the farmers of the Deccan plateau in 1876
there was a net surplus of rice and wheat in India. But the viceroy, Lord
Lytton, insisted that nothing should prevent its export to England. In 1877
and 1878, at the height of the famine, grain merchants exported a record
6.4m hundredweight of wheat. As the peasants began to starve, officials

1 Pap je 61o o6jasmen y 36opuuky pagosa JE3VIK, KEbVDKEBHOCT, IIOJINTUKA, Yausep-
surer y Humry, ®unosodcekn dakynrer, Huur: Gunozodcekn daxynret, 2007, crp.189-211,
ISBN 978-86-7379-144-9 V]IK 821.163.41-4. IIpemTammnaBa ce y3 car/laCHOCT ypeJHMIITBA
360pHuKa.

TexcT npefcTaB/ba Bep3ujy npefaBaba ofpXKaHOr HoBeMOpa 2006. FOHe Y 4acT IPOC/IaBe
35. roguuimsuie ocHuBama Karegpe 3a anrmictuxy y Humy. [leo mogataka Kopumhe je
u anpuia 2007. rofuHe 3a u3narame Ha KoHepeHumju y Juacy, nocseheny npocmasn 50.
ropummsuiie ITnHTepOBOr CTBapamamTBa. Paj 130XKeH Ha Toj KopepeHumju, YmeHuuy u
cenepanu - Iuntiiep, Xasen u 3uémyng bayman, 6aB1O ce aHAM30M TPU PasaNIUTa CTaBa
mpema 6oMbappoBay Jyrocnasuje 1999. rofuse, u TPy pasmMduTa OGHOCA IpeMa IOMUTH-
1y cute. Xaponp ITnHTep je IpoYnTao 0Baj TEKCT ¥ Ha OCHOBY bera IPEIoxKIO fia Ipode-
cop boroesa-Cepmap npumu IIOYacHM JOKTOPAT y HETOBO MIME.
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were ordered “to discourage relief works in every possible way”. The Anti-
Charitable Contributions Act of 1877 prohibited “at the pain of impris-
onment private relief donations that potentially interfered with the mar-
ket fixing of grain prices”. The only relief permitted in most districts was
hard labour, from which anyone in an advanced state of starvation was
turned away. In the labour camps, the workers were given less food than
inmates of Buchenwald. In 1877, monthly mortality in the camps equated
to an annual death rate of 94%. As millions died, the imperial government
launched “a militarised campaign to collect the tax arrears accumulated
during the drought”. The money, which ruined those who might otherwise
have survived the famine, was used by Lytton to fund his war in Afghani-
stan. George Manbiot, Guardian, December 27, 2005: "How Britain Denies
Its Holocausts'(The Turks haven’t learned the British way of denying past
atrocities. It is not illegal to discuss the millions who were killed under our
empire. So why do so few people know about them?)

(The British people) have the Shakespearean capacity to come out of their
own soul and to bear for a while the soul of a foreigner. (...)From the frozen
north of Canada to hot and sunny India and South Africa they are learn-
ing and teaching, always preferring rather to learn than to teach ...They
respect those different souls which inhabit their great Empire. They love
this mosaic. The founder of this Empire, I think, is Shakespeare. He laid
the foundation, he gave the soul, yea the programme for such a big mosaic
body. He, king Shakespeare. Shakespeare is the primordial creator and in-
spirer of the British Empire; the Cromwells, Elizabeths, Georges, Victorias,
Pitts, and Gladstones - the secondary masons on the great building. (...).
To possess such an Empire, to know how to rule it, how to treat it, how to
make it move forward towards progress and civilization - for that is needed
a special education. This education Shakespeare could give to the British
nation. Father Nicholas Velimirovic, speech delivered in London in 1916,
at the celebration of the tercentenary of the Great Poet of Great Britain

You have among you many a purchased slave, / Which, like your asses, and
your dogs and mules, / You use in abject and in slavish parts, / Because
you bought them; shall I say to you, / Let them be free, marry them to
your heirs? / Why sweat they under burdens? Let their beds /Be made as
soft as yours, and let their palates / Be seasoned with such viands? You will
answer / "The slaves are ours...” Shylock to the Christians in the Court of
Justice, William Shakespeare, The Merchant of Venice, Act IV, 1

On September 10, 2001, a day before the 9/11 attack on America, the
Guardian ended its special reports on the World Conference Against
Racism, in Durban South Africa?, with the news that eight prostitutes
murdered an Italian delegate to the UN conference - victim they claimed

2 Special report: UN conference against racism, Guardian Unlimited
http://www.guardian.co.uk/unracism/0,,547811,00.html
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they only meant to rob. Much less spectacular and attention grabbing
was the Guardian report on the political prostitution which only a day
earlier, on September 9, killed the conference itself: “European intran-
sigence forced African states to back down on virtually every demand
over an apology and reparations for trans-Atlantic slavery.” Under this
headline the Guardian recorded the shameful fact that at the very begin-
ning of the new millennium, 2001 year after the birth of Christ, sixteen
Christian countries of the European Union and America refused to al-
low slavery to be called a crime against humanity, refused to apologize
for it (although they expressed regret), and refused to pay reparations
for the exploitation of human and natural resources of their former colo-
nies. Morally and legally Europe and the US defended the claim that
they owe nothing to the people they had for centuries used as unpaid
labor. On the contrary: the Durban conference legitimized the absurd
state of things where Africa today owes its former white masters a debt
it will never be able to repay, providing them with new opportunities to
disguise their continued shameless profiteering ventures as humanitar-
ian interventions.

The Durban conference, and the events of 9/11 which can be seen
as a kind of response to it, or ‘answer, uncovered unresolved issues that
have continued to trouble the twenty first century. Even though the con-
ference was held in Durban to honor Gandhi, whose own fight against
racism and discrimination began there, and despite all the media sup-
ported effort to create the impression that imperial forms of injustice
have been left behind, the conference only made it obvious that nothing
of the sort has in fact happened. The events that followed confirm this. It
is perhaps because of what took place in Durban in 2001 that in 2006, in
preparation for the 2007 bicentenary celebration of the abolition of slav-
ery, the Archbishop of Canterbury reopened the debate on colonialism
by emphasizing the role played by the Christian churches in the spread
and legitimization of slavery.? In the nineteenth century, he reminded
his listeners, the official Church of England still possessed slaves on its
plantation in Barbados, and reluctantly parted with them 26 years after
the abolition laws were passed. The reparation denied to Africa at Dur-
ban in 2001 was, at that time, readily given by the Government of Great
Britain to the slave-owning bishops of the church of Christ.

His public appeals, regardless of what motives truly lie behind them,
have not been taken up by the Queen or the other branches of govern-

3 ’Archbishop Urges Church to Consider Slavery Reparations: The Church of England should
contemplate paying reparations for its historical role in the slave trade, the Archbishop of
Canterbury said today’ (http://www.buzzle.com/articles/132020.html
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ment.* On the contrary. For quite some time now (perhaps from the
1982 Falkland war) Great Britain has openly pursued an idea of great-
ness that has very little to do with ethics.”> In 2005 Gordon Brown vis-
ited the graves of the soldiers of the Empire in Dar es Salam, Tanzania
(for years a base for the African National Congress and its war against
apartheid in South Africa and white colonialism elsewhere) and said
that Britain must stop apologizing for its colonial past. “I have talked
to many people on my visit to Africa and the days of Britain having to
apologize for its colonial history are over”, he claimed. “We must move
forward. We should celebrate much of our past rather than apologize
for it. And we should talk, and rightly so, about British values that are
enduring, because they stand for some of the greatest ideas in history:
tolerance, liberty, civic duty, that grew in Britain and influenced the rest
of the world. Our strong traditions of fair play, of openness, of interna-
tionalism, these are great British values”®

Brown, a historian trained at the University of Edinburgh and a son
of a minister of the Church of Scotland, was not affected by the fact that
in response to the British increasingly more frequent and anabashed
pitches for return to patriotism/imperialism, the president of South Af-
rica, Thabo Mbeki, launched an aggressive assault on the British Em-
pire’s record in Africa in general, and Sir Winston Churchill’s part in it
in particular.” Now in the role of a Prime Minister Brown will probably
remain equally unaffected by the views of the leading British historians
(William Dalrymple, Maria Misra)® who have, in 2007, criticized him

4 BBCNEWS Tuesday, 27 March 2007: ‘Protester disrupts slavery service (Human rights cam-
paigner Toyin Agbetu said that the Queen had to say sorry for her ancestors. “The monarch
and the Government and the church are all in there patting themselves on the back,” he said.
NATIONAL NEWS, May 31, 2007 http://www.finalcall.com/art,am/publish/printer_3556.shtml
“Britain’s queen helps celebrate Jamestown’s murderous past,” by Saeed Shabazz.

“In her remarks she did not acknowledge the injustices to millions of Africans and Native
Americans; or acknowledge the role England played in our holocaust. This should be a wake
up call to us that the leaders of the White world will not give us justice. We must organize”

5 Even though all of the murderous interventions in the 21% century have been sold to the

public under most ethical and moral pretensions, the people’s ‘reading’ of the events was best

expressed by the slogan many protesters carried during the anit Iraq war rally: “No ethics
please, we are British!”

Daily Mail, 15/01/05: It’s time to celebrate the Empire, says Brown, by Benedict Brogan.

7 Speaking to the Sudanese assembly in Khartoum, Mbeki said that British imperialists such as
Churchill traveled to South Africa and the Sudan doing terrible things wherever they went.
More recently India’s activists, who are pressuring Britain to apologize for forced conversion
of Hindus to Christianity, quoted on the internet excerpts from Churchill’s 1919 documents
which reveal orders he had given for the use of poisoned gas against Kurds and Afghans. In
the document Churchill criticizes subordinates who are squeamish about applying the dis-
coveries of western science to war and speaks of the right of the more advanced nations to
dispossess the ‘lesser breeds.

8 Sundayhearald, July 22, 2007: “Brown needs to ‘stop glorifying the Empire} by Senay Baztas.

[e)}



Hacnehe

for continued glorification of the British Empire and for the repetition,
in Iraq, of the mistakes made by Britain in India in the past. The stance
he has taken is shared and supported by other former European colonial
powers and reveals the true nature of the so called ‘democratic imperial-
ism’ around which Europe is forging its Union, under the umbrella of its
Orwellian NATO Partnership for Peace.

It has been insufficiently observed that what Gordon Brown pro-
fesses sounds very much like the version of British history presented and
promoted by the historian Simon Shama, author of the popular series A
History of Britain, produced in 2000 by the BBC and The History Chan-
nel. Services rendered by Shama, as well as by the makers of the 2002
documentary The British Empire in Colour, are considerable, and in one
sense represent a new step in the art of ideological manipulation. What
was hidden in previous accounts of British history (hidden as, for ex-
ample, in Michael Heneke’s eponymous film, the events that took place
in Paris on October 17, 1961°) stands in these newly produced versions
of the past exposed and revealed: the task of the historian is to convince
the viewers that the historical horrors they are witnessing are not really
horrors but manifestations and demonstrations of ‘strong traditions” of
fair play, tolerance, liberty, civic duty, openness, internationalism - Brit-
ish values Brown wishes to celebrate. The effort is to normalize the un-
thinkable and interpret, somehow, the exploitation and extermination
of millions of people in India, Ireland, Africa, Australia, as the march of
civilization and enlightenment. This intent is evident in the comments
and conclusions drawn by the presenters. It remains, however, equally

9 A text by Courtney Traub, written on March 6, 2006, can be found in the internet selec-
tion Best of IDENTIFY 2006. 1t is entitled “Grappling with ghosts: In its post-colonial era,
France rethinks its identity”. In it Traub recalls the incident that took place 17/10, 1961. “I was
thrown into the Seine, but I escaped,” says Mr. Tahar, an Algerian-born French resident in his
70s, interviewed by Traub. “The police lined us up and asked who could swim. Those who
said, they could had their hands bound behind their back and were tossed over. I pretended I
couldn’t swim,” Mr Tahar adds, without a flinch. He is accompanied by another elderly man
whose eyes well up with tears. The latter won't give his name but says he, too, was there. It was
on that night, with France in the midst of a brutal war to suppress then-French Algeria’s in-
dependence movement, that 20,000 to 30, 0000 French Muslims and their supporters staged
an unarmed protest against a discriminatory curfew in Paris. Police Chief Maurice Papon,
once a Nazi collaborator who detained over 1,5000 French Jews during the World War II
German occupation, deployed forces to suppress the demonstration. Nearly half a century
later, France has only begun to seriously consider what many historians say really happened
that night: around 200 protesters shot, beaten to death, or drowned, 200 unaccounted for, and
thousands arrested or tortured” http://inthefray.com/html/print.php?sid=1564 With such
evidence, the question whether “to go forward, as Brown and Sarkozy wish, by defending
and reinforcing lies about the past, or whether to comprehend what really happened so that
meaningful and all-encompassing ‘reparation’ can begin, is one of the key questions of our
time. See also Johann Hari’s text in The Independent 10/07/07: Inside France’s Secret War
which deals with what France is doing in Africa now.
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evident that in the historical records themselves there is nothing to cel-
ebrate but much to deplore and wish to change radically.

In the ideological brotherhood of Europe the newly elected French
president Nicolas Sarkozy has, like Gordon Brown, repeatedly promised
the French a renewed pride in their colonial past. On Friday, 27 July
2007, Sarkozy delivered a speech in Senegal, in which he made refer-
ence to African peasants, said that colonialism was not the cause of all of
Africa’s problems, and denied that France had ever exploited an African
country. He explained himself by saying: “The tragedy of Africa is that
the African has never really entered into history ... They have never re-
ally launched themselves into the future ... The African peasant, who for
thousands of years has lived according to the seasons, whose life ideal
was to be in harmony with nature, only knew the eternal renewal of time
... In this imaginary world, where everything starts over and over again,
there is room neither for human endeavour, nor for the idea of progress
... The problem of Africa ... is to be found here. Africa’s challenge is to
enter to a greater extent into history ... It is to realize that the golden
age that Africa is forever recalling will not return, because it has never
existed’1?

Similar views were on his mind even earlier. In 2006, the ninety-
three year old Aime Cesaire, renowned writer and activist from Marti-
nique (author of a book on the Haitian revolutionary Toussaint Louver-
ture, teacher and mentor of Frantz Fanon, dramatist who has penned his
own version of Shakespeare’s The Tempest) refused to meet Sarkozy, then
the leader of the Union for a Popular Movement, because the UMP had
voted for the law, passed on February 23, 2005, which requires teachers
and textbooks used in French high-schools to “acknowledge and recog-
nize in particular the positive role of the French presence abroad, espe-
cially in North Africa” In Martinique, colonized by France in the mid
17th-century, the law amounted to a justification of “the extermination
of peoples, the eradication of indigenous cultures and widespread loot-
ing” that France was guilty of in many colonized lands. The law to which
Cesaire objected was considered by many prominent figures an eulogy
to colonialism and French actions during the Algerian War. It was finally
repealed by President Jacques Chirac but Sarkozy’s election to the presi-
dency indicates that, under his sponsorship, the repealed views will have
a continued life. Not, however, without continued protest.

Centre Culturel Francais in Belgrade published its September-Decem-
ber 2005 program with a special section entitled LAfrique, cest chic! I1-

10 In the Wikipedia article on Nicolas Sarkozy.
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lustrated by a photograph of a naked African fashion model in furs!! (and
followed by a list of other events offered in celebration of Europe’s cultural
and political heritage) the caption proposed that, today, being an African
in France is ‘cool’ The authors of this concept must have been very dis-
turbed when in October 2005 the street-riots all over France belied their
claim and brought into the spotlight Africans who felt not cool or chic but
uneducated, unemployed, neglected, desperate. The riots that broke out
the next year revealed more. What the restoration of the imperial ideol-
ogy implies had become a lived experience for many, and not the likes of
Aime Cesaire and the underprivileged Arab immigrants only. The students
of the Sorbonne and the College de France took to the streets in March
of 2006 because they saw themselves, in their own words, as a Kleenex
generation, as disposable and unprotected slaves in the labor market that
has freed employers from any humane concerns and restored to them the
right to exploit and ruin human lives for unlimited personal profit. It is to
be expected that, in Sarkozy’s France, after the revision of history books,
Balzac and Hugo and Zola will no longer be required reading.

In the momentum which the promotion of the ideology of ‘demo-
cratic imperialism’ is acquiring, attempts have been made to whitewash
the Belgian colonial involvement in the Congo as well, in spite the fact
that, as recently as 2003, filmmaker Peter Bate directed a shocking doc-
umentary White King, Red Rubber, Black Death,'? about this country’s

11 The designers were probably unaware of the story of Saarjite, or Sara Baartman, the so called
Hottentot Venus, who (like the model in their program brochure) wore fur over her naked
body when she was displayed to the French in 1814. One of the reviewers of the documentary
made about her prior to the 2002 transport of her remains from the Musee de 'Homme in
Paris to South Africa, has this to say about Sara’s European experiences: “It is necessary to dis-
tinguish between the English and French periods of residence of the Hottentot Venus to better
understand her place in the development of scientific racism in nineteenth century Europe.
In England she was a living ,,curiosity“ such as had been displayed since Elizabethan times, a
»savage“ from one of the ends of the world, demonstrating the lowest human and perhaps the
highest non-human end of the Great Chain of Being. The main public fascination was with the
backward thrust of her derriere which validated and presaged the past and future female dress
fashion of big rear bustles. In France, by contrast, she was dressed in furs and accompanied by
a black servant, in the manner of an expensive courtesan. Her fascination was private rather
than public, for an elite versed in a long-established French literary tradition of pornographic
curiosity with Khoe/ ,,Hottentot" female genitalia. Neil Parsons, (Review of The Life and Times
of Sara Baartman, the Hottentot Venus,“ H-SAfrica, H-Net Reviews, December, 2001).
Besides The Life and Times of Sara Baartman (1998) South African filmmaker Zola Maseko
has also directed The Return of Sara Baartman (2003). Interest in Bartman’s case continues to
grow. The Guardian published Rachel Holmes’ article on Sara Baartman (Flesh made fantasy)
as recently as March 31, 2007.

12 Congo: White King, Red Rubber, Black Death, directed by Peter Bate, Belgium 2003. Shown on
BBC Four on Wednesday, 4 April 2007. “The story of King Leopold II and Belgium’s brutal
colonization of central Africa, turning it into a vast rubber-harvesting labor camp in which
millions died”
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share in the colonial heritage of Europe. The film makes references to
Conrad’s eye-witness report of the Congo in the Heart of Darkness in
order to confirm the veracity of what the viewers of the documentary are
shown - unspeakable European ‘civilizing’ methods used by Leopold II
to acquire and exploit a region 80 times the size of Belgium. In the spirit
of the restoration of imperialism that is afoot, a discarded statue of the
monarch was recently re-erected in Kinshasa. Due to public protests it
stayed up only for a day, but the intention of the Ministry of Culture was
to use it to encourage the people of Congo to review their attitudes toward
their colonial masters and think of the good sides of colonialism.!3

The synchronized pan-European efforts to rehabilitate the past
(meaning imperialism, Europe’s single ambition and enduring para-
digm) have been criticized and resisted, when perceived. Several years
ago the Berkeley based cultural journal Bad Subjects ridiculed Stanley
Kurtz, research fellow at the Hoover Institute at Stanford, partly for his
Conradian name and mostly for his article “Democratic Imperialism: A
Blueprint”. The Bad Subjects reviewer saw Kurtz’s text, which appeared
in the April 2003 issue of Policy Studies, as one of the more egregious
examples of the emergent wave of unapologetic defenses of colonialism
and imperialism. “One might have thought,” writes Joe Lockard “after
over a century of explicit anti-colonial literature, mass political move-
ments throughout former Euro-American colonies, anti-colonial con-
flicts involving tens of millions dead, and the resounding triumph of
anti-colonialism, that such nonsense would remain confined to a luna-
tic fringe incapable of the articulateness that Kurtz, Niall Ferguson and
Daniel Kruger on the British side of the Atlantic, and other advocates of
neo-imperialism can bring to bear. In the immediate aftermath of the
Iraq invasion, however, an expanding class of right-wing US intellectuals
is in the midst of servicing political needs to rationalize the establish-
ment and maintenance of local rulers who putatively share those much
over-estimated beliefs called ‘Western values.1*

The wave of apologists has, unfortunately, continued to rise, and
the class of intellectuals (and ‘artists’), servicing political needs and
providing rationalizations, has continued to expand. Cambridge Schol-

13 BBC News, Friday, 4 February 2005: DR Congo’s Leopold statue removed. Among other things
the report states: “Congolese Culture Minister Christophe Muzunga said he had personally
made the decision to reinstate the statue, arguing people should see the positive aspects of the
king as well as the negative.*

14 Joe Lockard, Irag’s New English Studies, Bad Subjects, Sunday May 11, 2003.

Lockard writes: “The currency of the phrase 'imperialism, which had once been the province
of either history texts or marginal elements of the Left, recently has been revived and revital-
ized by right-wing Anglo-American intellectuals with close access to political power.”
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ars Publishing lists January 1, 2004 as the publication date of another
book on Democratic Imperialism. The volume with this title (edited by
Filip Spagnoli who in 2002 earned his PhD in political philosophy from
the University of Brussels in Belgium) promises to enlighten the read-
ers on how to universalize democracy and human rights by explaining
which actions and which instruments are to be considered permissible
in the execution of the noble democratic imperial project. In 2005, a
year after Spagnoli, one more author, Avery Plow, presented at the an-
nual meeting of the American Political Science Association a paper en-
titled Democratic Imperialism: The Emerging Paradigm of U.S. Foreign
Policy. Besides describing the main features of democratic imperialism,
and demonstrating how it can be defended within the context of inter-
national law, the paper in particular shows how democratic imperialism
coheres well with the idea of ‘conditional sovereignty’ (suspension of the
rights of sovereignty and justification of interventions) which is gaining
prominence®>.

Some comfort may be derived from the fact that in 2007 Christo-
pher Bickerton, Philip Cunliffe and Alexander Gourevitch edited Poli-
tics Without Sovereignty: A Critique of Contemporary International Re-
lations'®, as well as from the fact that in July of 2005, in spite of all the
neo-colonial and neo-imperialist propaganda, Melvyn Bragg had to an-
nounce that over one million listeners of his BBC Radio 4 program voted
Marx the greatest philosopher of all time. But, it has to be kept in mind
that the 21% century has just begun and that in the course of its first five
years two countries have been invaded and are in the process of being
destroyed, and many more stand threatened with the same fate. With
such a record it is obvious that the situation calls not for our consent, but
for our deepest concern. The resistance to the great neo-imperial project
must be much greater than it currently is. A powerful ‘manifesto’ for this
struggle was delivered by the Indian writer Arundhati Roy in her CESR
sponsored lecture on Imperial Democracy, given in Harlem, on May 13,
2003, at the Riverside Church where in the past Nelson Mandela had
spoken, and where Martin Luther King Jr. first protested the Vietnam
Warl”. Roy’s ‘historical sense, which made it imperative for her to invest
her individual talent into this critical tradition, came from her strenuous
examination of the British imperial presence in India. For many others,

15 http://www.allacademic.com/meta/p39782_index.html

16 Bickerton, J../ Cunliffe, P./ Gourevitch, A. (eds.) (2007): Politics Without Sovereignty: A Cri-
tique of Contemporary International Relations. London: University College London Press.

17 Roy’s speech, whose full title is Instant-Mix Imperial Democracy, Buy One, Get One Free, was
broadcast on live radio in five major U.S. cities, and is available on many internet sites: Znet,
Third World Traveler, or OutlookIndia.com Magazine, the issue of May 26, 2003.
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artists and ‘laymen’ alike, similar awakening of the historical sense was
triggered by Shakespeare, by the critical examinations of history found
in his plays. Rightly cherished for so many reasons, Shakespeare has en-
dured, worldwide, because he continues to be such an enduring sources
of critical insight into the true nature of Western values and the history
they still generate.

Are we to be the dunces of the Western world, brain-dead,
dumbed down, easy to control?

In 2001, in another infamous beginning of the 21% century, the
Qualifications and Curriculum Authority, British government’s adviser
on education, proposed changes to the syllabuses in UK schools which
meant that “English students would learn about media studies and writ-
ing on the internet, but would not have to study Shakespeare” 18 The
draft proposals horrified many UK teachers who could not imagine that
Shakespeare may be taken off the English syllabus to be replaced by in-
ternet studies. Even when these proposals to re-shape English studies
were withdrawn (like Sarkozy’s law-enforced revisions of French histo-
ry) the fact that such reforms had even been considered was widely seen
as cause for concern. Are Britons to become the dunces of the western
world? was the question asked by the Daily Telegraph in its comment
on the QCA intention to have Chaucer, Shakespeare and Joyce dropped
from the required reading lists.

All those whose protest was recorded in the BBC report and else-
where, in their defense of the importance of literature in modern educa-
tion, said the obvious: a college professor from Reading observed that
the government is very aware of what employers want, but that educa-
tion without literature would mean that key cultural elements of Britain
would be lost. For professor Park Honan, there are, in Shakespeare, in-
sights and benefits of 5000 other writers, which is why Honan consid-
ers him to be the best antidote to the dumbing-down going on almost
everywhere in society today. Poet Craig Raine insisted that those people
who want to make English ‘user-friendly’ and replace it with the study of
beer mats, bus tickets, and neighbors (at the expense of literature) must
admit that Shakespeare is manifestly richer than soap operas. Deploring
the QCA’s proposal J. G. Ballard recognized in their strategy “the sort of
Charles Saatchi approach to education, a sort of popularizing of every-
thing. It will create a vacant, trend-hunting society. Maybe that is what

18 BBC NEWS, Tuesday, 8 February 2001 (Non-Shakespeare English move denied).



Hacnehe

the government want? A nation of brain-dead, dumbed down people
who are easy to control. Studying Shakespeare teaches you to examine
language word by word.... If you study it when you are young it stays
with you and enriches your life forever. Without any doubt he is the
greatest writer in the English language.”!°

In pondering over the QCA move many have asked the same cru-
cial question: what does the government want? Trying to find an answer
novelist, critic, and journalist Philip Hensher observes: "Even if you
aren’t given to conspiracy theories, it is hard to suppress the thought that
the Qualifications and Curriculum Authority, the government’s advisory
board on state education, is pursuing a long term class war of devilish
ingenuity. Let’s not educate them; let’s keep them ignorant; let’s discour-
age them from ever reading a book; and we, the leisured rich, will face
a future of lolling in our red velvet dressing-gowns, fed Turkish Delight
by a whole generation of illiterate, epsilon-minus semi-morons.” What
astonishes Hersher even more is the fact that the wonderful compre-
hensive education he received as a child was supplied by a council lead
by the same man, David Blunkett, who now, he says, “presides over an
unutterably degraded system.”20

Equally strong words are used by Sir Frank Kermode (Britain’s fore-
most literary critic and one of the most distinguished Shakespeareans
of his age, now in his ninth decade) who thinks that Universities are
being driven by madmen, and education, in general, run by lunatics. He
remembers that in the 1950s the study of English had powerful ethical
implications, powerful social implications, which are now gone. That is
what, in his view, makes the fading of the importance of literature (once
regarded not just as important, but the most valuable intellectual and
moral activity a civilized man or a woman could pursue) a matter of
profound concern. He remembers towering figures such as FR Leavis,
Cleanth Brooks, Robert Penn Warren, Northrop Frye, under whose
scholarship the loss of ethical and social relevance of literature could
never happen. But such figures are gone, replaced, Kermode says, by
some very good scholarship and “an immense amount of rubbish”?!

Kermode’s and Hersher’s observations can be taken a step farther,
and the planned ‘fall' of Shakespeare from the secondary school cur-
riculums connected with the rise of democratic imperialism. As T. S.
Eliot accurately perceived, Shakespeare (like Marx, we may add) had a

19 Shakespeare, February 2001, http://nomuzak.co.uk/evidence_1..html

20 Hensher, Philip, The Spectator, What do they know of English, http://findarticles.com/p/ar-
ticles/mi_qa3724/is_200102/ai_n8948159/print

21 The Ideas interview: Frank Kermode, The Guardian, Tuesday August 29, 2005.
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remarkable historical sense which is why he had problems turning Eu-
ropean political practices, disguised today behind the word democracy,
into celebrations. The tradition that Brown applauds, Shakespeare criti-
cizes: the slave-owning Greek ‘democrats; the equally slave-owning as-
pirants to democracy in Rome, the Elizabethans whose queen (as the
disruptor of this year’s celebration of the abolition of slavery reminded
the British) was eager to send ships to Africa to look for the profitable
human cargo, the early-modern Christian Venetians (good because they
were financially ‘sufficient) whose claims to moral authority Shylock un-
dermines by reminding them of their ‘many purchased slaves. He would
have probably viewed with the same disgust the slave owning Thomas
Jefterson, and Bush and Blaire who brought ‘freedom and democracy’
to Afghanistan and Iraq in the traditional European way - over the dead
bodies of more than million innocent civilians. In King John Shake-
speare does not mention the Magna Carta because it must have been
clear to him that it had less to do with real democracy and more with
traditional European hypocrisy.??

Shakespeare was appalled by the crimes committed in history, by the
never ending story of what Europe’s privileged elites allowed themselves
to do to the people they were in the position to exploit and despise. In-
deed, this (and not imperialism) is the kind of education Shakespeare
could give to the British nation - critical understanding and moral and
emotional intelligence with which to move forward, not by consent-
ing to what Blaire or Gordon Brown wish to do, but by dissenting and
breaking free from the arrogance, ignorance, injustice and deceit which
the mighty so commonly practiced throughout history. A nation truly
brought up on Shakespeare would not have had to wait for the Arch-
bishop of Canterbury to remind them, in 2007, of the inhumanity of
slavery and the shameful role the church had played in its spread and
legitimization. But, if imperialism is to be ‘normalized” and practiced
again (with the word ‘democratic’ attached, to make it more palatable)
critics whose works might lead people to recognize the true nature of
the processes they are engulfed by, have to be eliminated. Shakespeare

22 In Michael Ondaatje’s novel The English Patient (1992), in a scene cut from the very popular
Hollywood movie, the Seek sapper Kip has this to say to ‘the English patient’ when he hears
that a nuclear bomb has been dropped on Hiroshima: “My brother told me. Never turn your
back on Europe. The deal makers. The contract makers. The map drawers. Never trust Euro-
peans, he said. Never shake hands with them. But we, oh, we were easily impressed by speech-
es and medals and your ceremonies” When he is told that the man is perhaps not English he
responds: “American, French, I don't care. When you start bombing the brown races of the
world, youre an Englishman. You had King Leopold of Belgium and now you have fucking
Harry Truman of the USA. You all learned it from the English.” Ondaatje, M. (1993): Toronto:
Vintage Books. Pp. 284-286.
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included, since those affected (or infected) with his approach to history
tend to develop heretical, politically incorrect interpretations of histori-
cal events, and breed trouble.

One such ‘subversive, American theatre director Peter Sellars, who
studied both Shakespeare and his own time carefully, cast a black actor
in the role of Shylock in the performance of The Merchant of Venice he
staged after the 1992 Los Angeles riots. He did so because he wished to
highlight what he understood to be the historical bond between these
two groups of discriminated and despised victims. Speaking before an
Australian audience in 1999, and thinking about our future in the new
millennium, the Bardolatrous Sellars said: “The question is how can we
now put back at the centre of our artistic practice what has formed the
power of artistic practice through history but has been missing huge-
ly in the last generation, which is very simply social justice. You have
without social justice no Sophocles, no Shakespeare, no Maurier - these
are the people who put the issue of social justice at the centre not at
that margin. Shakespeare called his theatre the globe, not the corner.
Shakespeare was about thinking globally, about finding your place in the
world creatively”.?? It is on the last word that the emphasis must fall. The
imperial tradition does not have much to say about finding your way
in the world creatively. Bush and Blair claim that they invade sovereign
countires because justice is at the centre of their concern; yet, in the pur-
suit of justice in Iraq, for example, they managed to destroy more inoc-
ent civilians than the 'killer’ they came to ’liberate’ the Iraqi people from.
The ’kings’ in Europe continue to grow old without becoming wise, in
spite the fact that Shakespeare’s Lear must have been on their reading
lists at some point in their student life.

This may be so because Shakespeare, like the Bible, can be read and
interpreted in many different ways, with different but equally serious
outcomes and consequences. When in his preface to The Dark Lady of
the Sonnets,’* Bernard Shaw defends Shakespeare from certain claims
made about him by his friend Richard Harris (for instance that Shake-
speare was a sycophant and an enemy of democracy) he reminds the
public that "whoever will read Lear and Measure for Measure will find
stamped on his mind such an appalled sense of the danger of dressing
man in a little brief authority, such a merciless stripping of the purple
from the ’poor, bare, forked animal’ that calls itself a king and fancies

23 Wikipedia article on Peter Sellars.
Transcript of ABC Speech Cultural Activism in the New Century, August 19, 1999.

24 Shaw, B. (1910): The Dark Lady of the Sonnets. The EServer Drama Collection on the net, 15-
18.
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itself a god, that one wonders what was the real nature of the mysterious
restraint that kept ’Eliza and our James’ from teaching Shakespear to be
civil to crowned heads” Think of all that, Shaw insists, and think how
Shakespeare was never forgiven for belittling Caesar, and then “believe,
if you can, that Shakespear was one of them that crook the pregnant
hinges of the knee where thrift may follow fawning’ Think of Rosen-
crantz, Guildenstern, Osric, the fop who annoyed Hotspur, and a dozen
passages concerning such people! If such evidence can prove anything
... Shakespear loathed courtiers.” Shakespeare saw the world, Shaw was
happy to say, “if not exactly as Ibsen did (for it was not quite the same
world), at least with much of Ibsens power of penetrating its illusions
and idolatries, and with all Swift’s horror of its cruelty and uncleanli-
ness’. In the final movement of his preface Shaw’s analysis of Shakespeare
turns into a definition of the task which is of paramount importance for
the artist to perform: “It was not possible for a man of his powers” says
Shaw, “to observe the political and moral conduct of his contemporaries
without perceiving that they were incapable of dealing with the prob-
lems raised by their own civilization, and that their attempts to carry out
the codes of law and to practise the religions offered to them by great
prophets and law-givers were and still are so foolish that we now call for
The Superman, virtually a new species, to rescue the world from mis-
management.”

It was not possible for the British Nobel Laureate Harold Pinter to
observe the political and moral conduct of his contemporaries, either,
without perceiving how incapable of dealing with the problems raised
by their own civilization they are. His life and work demonstrate what
a true, and not merely formal, Shakespearean education can empower a
man to do.2> When better off boys got drunk in pubs and cafes, Pinter
and his friends spent evenings walking, wrapped in discussions, intoxi-
cated with literature, with the language of Shakespeare and Marlow and
other great masters of English. As an actor in Anew McMaster’s com-
pany, he played in Shakespeare’s plays every night for a number of years.
When he ultimately came to write, he was a fully fledged Shakespearean,
not as an imitator or follower but as curious, perceptive and concerned
student of life, and champion of imagination, compassion and justice.
Shakespeare’s historical sense helped him sharpen his own. It made him
question the acts of those who claim to have ‘moral authority’ but only
use their fist, and read, in the events of the twentieth and the twenty-first

25 Harold Pinter’s book Various Voices: Prose, Poetry, Politics 1948-2005, begins with “A Note on
Shakespeare” written in 1950.
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century, a very different story from the one that Blair and Brown wish to
make official.

Pinter used his Nobel Prize Lecture in 2005 to voice his concern and
to repeat, this time for the audience the Nobel honor made available to
him, views he had expressed for decades, perhaps since 1973, when on
9/11 in Chile, close to 20,000 people were killed in a CIA coup. In the
Lecture Pinter documented his criticism carefully and asked, over the
evidence he had presented, the question Shakespeare asked in every play
he had written: “What has happened to our moral sensibility? Did we
ever have any? What do these words mean? Do they refer to a term very
rarely employed these days - conscience?” He closed his address with
this definition of his stance: “I believe that despite the enormous odds
which exist, unflinching, unswerving, fierce intellectual determination,
as citizens, to define the real truth of our lives and our societies is a cru-
cial obligation which devolves upon us all. It is in fact mandatory. If such
a determination is not embodied in our political vision we have no hope
of restoring what is so nearly lost to us - the dignity of man?®

In his updated biography of Pinter Michael Billington writes that
Pinter’s Nobel Prize Lecture was totally ignored by the BBC. “You would
have thought” he says “that a living British dramatist’s views on his art
and global politics might have been of passing interest to a public service
broadcaster. There was, however, no reference to the speech on any of
BBC TV’s new bulletins. Instead, as Pinter points out, Newsnight carried
an item on how much President Bush loves dogs and how much dogs
love him (lapdogs, presumably).”?” A note sent to Pinter by the Mexi-
can writer Carlos Fuentes explained and countered this neglect: Fuentes
thanked Pinter for endorsing ‘the truth of the lie of art with a searing
clarity that damns for ever the lies we are served as truth in politics.?®

One text, in which Pinter “damns the lies we are served as truth
in politics”, must have been especially annoying to the Anglo-Ameri-
can governments who had, in the last decades of the twentieth century,
openly cast themselves in the role of the Superman Shaw had called for
“to rescue the world from mismanagement.” When this ‘casting’” was ec-
statically support by the mainstream media, Pinter addressed the matter
in a broadcast aired on Cannel 4 on May 31, 1990. Oh, Superman?®® was
his answer to The Economist, a magazine with worldwide circulation,
which had in February 1990, published a leader entitled “Yes, You are

26 http://nobelprize.org/literature/laureates/2005/index.html

27 Billington, M. (2007): Harold Pinter. London: Faber and Faber, 424.
28 Ibid., 425.

29 “Oh, Superman”, Various Voices, 190-200.
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the Superpower”. The Economists enthusiastic endorsement of the USA
readiness to use military interventions to ‘help’ other countries make the
world a safer, richer place” ended with the following paragraph which
triggered Pinter’s response: “A modern Superpower must be a place that
lesser fry admire, even envy. The past twelve months have seen the tri-
umph of Western ideals, of democracy and market capitalism. One of
the main reasons for that triumph was that in the post-war decades,
America lived up to its ideals while Marxist beliefs turned to venal re-
ality. America at home has to stay a land of opportunity and openness
to better ensure that the rest of the world keeps going that way. Over
to you, Superman.”’ Pinter’s first reaction was to ask what the 40 mil-
lion Americans who live on or under the poverty line would have to
say about this praise. His comment, however, had a much more serious
target, The Economist’s claim that it was America’s duty to ensure that the
rest of the world keeps going its way.

Pinter had just visited Czechoslovakia and the warning in his broad-
cast was primarily addressed to Eastern European countries, recently
freed from oppression and eager to do what The Economist advised -
embrace the American way. To clarify what that way actually meant,
Pinter pointed out to some commonly overlooked facts: that the powers
generously assisting ‘liberations’ in Eastern Europe were the same pow-
ers enslaving and exploiting South America, afflicting it, for decades,
with coups, US supported dictators, death-squads, occupations, embar-
gos. When certain intellectuals, worldwide, rushed to acquire fame for
exclaiming “Let Poland be Poland”, others, like Pinter today, insisted -
“let Salvador be Salvador,” as well.® Such breadth of vision and depth
of historical insight were not welcomed, and in some cases those who
promoted them were punished by death, like Martin Luther King who
crossed the forbidden line when he figured out the connection between
the treatment of black Americans in the USA and the American inva-
sion and destruction of Vietnam?!. In Oh Superman Pinter’s comparative

30 The Nation, February 27, 1982 issue, “Communism and the Left” by various contributors (re-
port on the evening of February 6 at Town Hall in New York, organized in support for Soli-
darity in Poland). http://www.thenation.com/docprint. mhtml?i=19820227&s+sontag

31 The text of the speech, given on April 4, 1967, exactly one year before Martin Luther King was
assassinated, is linked to the Wikipedia article on King. The audio recording of the speech was
put on the net by an enthusiast who had this to say: “I looked around the web and couldn’t
find audio of what is in my opinion King’s best, most powerful, most beautiful, and most per-
tinent speech, “Why I Oppose the War In Vietnam”. So here it is, in MP3 and complete, enjoy.
It is a discussion of America’s motives for involvement in Vietnam and a little bit about our
hushed history, amazing how little has changed, the speech could have been made yesterday.
In 1964, the year Dr, King won the Nobel Peace Prize, Time Magazine called him man of the
year, but they called this speech “a demagogic slander that sounded like a script of Radio Ha-
noi.”” http://wrybread.com/music/vietnam/index.shtml
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study embraced Czechoslovakia and Nicaragua, without going in depth
into hells paved with American best intentions in other parts of South
America or the rest of the world. However, in his book Various Voices:
Prose, Poetry, Politics 1948-2005, which covers more than five decades of
activism, we can read with what concern and commitment he continued
to follow, and protest, the fate of El Salvador, Cuba, Yugoslavia, Afghani-
stan, Iraq.3?

[lustration number 27 in Michael Billington’s biography of Harold
Pinter shows a photograph of Pinter and Vaclav Havel, taken in Prague
in 1988, a year before the Velvet Revolution. Placed on the same page is
Pinter with another writer/activist, the Nicaraguan poet-priest Ernesto
Cardenal, photographed at the launch of the Arts for Nicaragua Fund
at the Royal Court in 1987. Havel became famous when, with the sup-
port of the Catholic Church and all the Western European States and
America, he led the revolution that freed Czechoslovakia from Russian
influence, and socialism. Cardenal became ‘famous’ when, against the
wishes of the Catholic Church, he participated in the Nicaraguan peo-
ple’s effort to free themselves from the influence of America, and estab-
lish socialism. His image, kneeling before Pope Paul II who is scolding
him, made news worldwide. The Polish Pope (who had no objection
to members of his Church who had collaborated with the Nazis, many
of whom he, indeed, elevated to sainthood) took the time and trouble,
during his visit to South America, to meet with Cardenal®® and chastise
him for his Marxist Liberation Theology and other activism on behalf of
the Nicaraguan people. Cardenal could have been killed (like the Salva-
dorian meddlesome priest, Archbishop Oscar Romero, murdered, like
Becket, ‘in the Cathedral, but not canonized). He was not, and since he
was not, other disciplinary measures had to be taken.

Today, looking at the two photographs on the same page in Pinter’s
biography makes one realize many things about the 21% century. Most
of all how well perceived, on Pinter’s part, was the danger of partial sight
and limited concern. Vaclav Havel, on the photograph with Pinter in
the eighties, was Czechoslovakia’s chief dissident and symbol of Czech
discontent. In the nineties, the same man gave the American govern-

32 Pinter’s 2001 University of Florence Speech (his response to the NATO bombing of Serbia)
appears on pp. 238-240 in Various Voices. He had delivered a similar speech in Greece the
year before, in 2000. While the attack on Yugoslavia was in full blast, on May 4, 1999 BBC 2
aired Pinter’s Counterblast, his powerfully presented case against the NATO bombing of Ser-
bia.

33 See, for example, the page on Ernesto Cardenal on the New York State Writers Institute site
http://www.albany.edu/writers-inst/olv3n1.html, or his article in the October 29, 2006 issue
of South Florida Sun-Sentinel entitled “The Vatican goes to bed with the CIA”. http://www.
walterlippmann.com/docs990.html
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ment ‘soul’s joy and content absolute’ by becoming the major manufac-
turer of consent for US military interventions and ‘liberations, and all
other aspect of US foreign policy. The attack on Yugoslavia in 1999, the
subsequent attacks on Afghanistan and Iraq (‘freedoms’ brought to the
respective people with fire bombs, phosphorus bombs, cluster bombs,
depleted uranium bombs, and who knows what else) all received Havel’s
enthusiastic support. As a President of his country he was eager always to
be the first to offer the NATO generals his country’s men and resources.
Under leaders like him, newly liberated Eastern European states, speed-
ily made members of the European Union, easily consented to providing
secret prisons for the unrepentant and uncompliant ‘enemies’ of Amer-
ica. What the people think of these developments can occasionally be
seen, as in the film Czech Dream (a documentary released in 2004, tar-
geting the American Dream and the American Way which the Czech’s
are expected to imitate and follow), or in the street protests against the
installation of US military bases on Czech soil. The people demand a
referendum, while the man who brought them democracy, Vaclav Havel,
insists that such a serious question is not for the people, but for the ‘ex-
perts, to decide.

In 2002, before his presidency was over, Havel talked openly of in-
viting Madeleine Albright (who is Czech by origin) to replace him as
the head of the Czech Republic. He seemed not to be concerned that
the proposal was to be made to a woman who had publicly declared, in
1996. that 500,000 Iraqi children who died from the US imposed em-
bargo (later in the 21 century more would die in the war) represented,
for America, the use of justified means for the achievement of a desired
goal. Other numerous trips to the US took place whenever outside sup-
port was required for new developments in America’s war on terrorism,
or when new medals were to be pinned on his deserving chest. In 1991
he won the National Endowment for Democracy Award, in 1997 the
Fulbright Association Prize, in 2003 the Presidential Medal of Freedom,
to mention just a few. It is interesting that in 2000, nine years after Havel,
The National Endowment for Democracy awarded its prize to Natasa
Kandic, putting her where she belongs, together with the likes of Rich-
ard Holbooke, Wesley Clark and other military and diplomatic ‘heroes’
who had done so much to ‘bring democracy’ to Serbia in 1999. Some
comfort can be found in the fact that in the same year, 1999, John Keane,
the editor of Havel’s The Power of the Powerless: Citizens Against the State
In Central-Eastern Europe, summed up Havels life and political activism
in a biography entitled Vaclav Havel: A Political Tragedy in Six Acts. **

34 Keane, J. (1999): Vaclav Havel: A Political Tragedy in Six Acts. New York: Basic Books.
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In the case of Vaclav Havel and Harold Pinter, what appeared to be
a shared idea of freedom in the 80s, eventually turned into an unbridge-
able divide. But divergent conceptions of freedom and democracy ap-
peared not in their case only. Europe is divided over Peter Handke, and
South America, more famously, over the split between Mario Vargas
Llosa and Gabriel Garcia Marquez. Like Havel (and for the same politi-
cal services rendered in a different geographic region) Llosa received the
American Presidential Medal of Freedom in 1994. In 2006, in the pres-
ence of Dick Cheney, the Irving Kristol Prize was awarded to him by the
American Enterprise Institute, the same organization where, on Febru-
ary 23, 2003 President Bush elaborated publicly his vision of “Demo-
cratic Imperialism’?> The connections run deep: Kristol the father gives
prizes, William, the son, heads the Project for the New American Centu-
ry. Llosa became their man in 1987, when the Peruvian government at-
tempted to nationalize the banking system and he, in response, decided
to fight for the rights and freedoms of banks, corporations, and all other
players committed to the-free market enterprise.

As in the case of the Kristols, the stance has become ‘traditional’ for
the Llosa family as well. In a recent address, and in numerous articles,
Mario Vargas Llosa’s son Alvaro, (Washington D.C. based free-market
enthusiast, nominated by the World Economic Forum, in Davos, the
Young Global Leader of 2007), called people involved in socialist revolu-
tions and other non-American experiments in South America - idiots.
Like Sarkozy, the Llosas and the Kristols believe that anyone who choos-
es not to “enter into history” by supporting the western imperial idea of
progress is a defective human being whose democratic right to choose
and decide should be denied. Tables, of course, can be turned. Those who
have read Dostoyevsky’ novel know that choosing to be an Idiot may
not be such a bad thing, and those who know Shakespeare, know that
many of his characters come to life only when, in their ‘madness, they
drop out of ‘history’ and, in some alternative mental and moral space,
recover the sanity which the ‘sane’ and ‘successful” have lost. When Mac-
beth “launches himself into the future” (becomes, in Nietzsche’s phrase,
‘timely, and ‘to beguile the time’ begins to look like the time) his life
turns into a tale told by an idiot, full of sound and fury signifying noth-
ing. It must have been quite a blow to the Llosas when on September 11,

35 See the transcript of President Bush’s Speech to American Enterprise Institute on http://www.
alfredlilienthal.com/bushataet.htm. Also relevant is the article by Omar G. Encarnacion,
“The Follies of Democratic Imperialism”, published in the World Policy Journal in the Spring
of 2005.

36 See, for example, Alvaro Vargas Llosa’s article “Return of the Idiot” published on Thuesday,
July 17, 2007, by the Nanada.com network.
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2006, the 14™ summit of non-aligned nations was held in Havana, and
116 states, representing two-thirds of the world’s population, attended.

In 2001, about the infatuation with democratic imperialism (or glo-
balization) of Havels and Llosas and their likes, the Brazilian theatrical
genius and ‘idiot” Augusto Boal had this to say, in the closing chapter of
his Shakespearean autobiography entitled Hamlet and the Bakers Son:
My Life in Theatre and Politics:

“In the great theatre of world politics, the great lie is proclaimed by the
great fat ravenous one: inevitable globalization. Those who govern say: it is
already inevitable, best adapt ourselves to it. International finance carries
out an inhuman Pythagorean operation. Pythagoras allowed us to think
without the burden of objects. He created an abstraction: the number. The
global economists are carrying out a Pythagorean revolution the other
way around: they reify the number which thus becomes autonomous. For
them, the number exists, the human being no necessarily. It is our duty
to shout in the ears of our governors that all economic decisions are, first
and foremost, ethical decisions! For an understanding of ethical behavior,
numbers are not enough - words are necessary too: humanism, justice,
democracy - there are words! ...Global economists divide humanity into
three groups. The first controls the market — a God adored above all things
and beings! The second is humanity inserted into the deified markets, pro-
ducing or consuming. The third, discardable humanity. This last exists not
only in Bangladesh, Rwanda, Eritrea and Ethiopia — where tractors shovel
corpses into common graves — it even exists within rich countries. In the
United States — and these are their own economic data, not mine - 20
per cent of the population lives below the poverty line: the wretched. Of
course, most of the wretched are Latino or black. Profit is the post-Berlin
God. On the fall of the Wall, nicknamed the Wall of Shame, other walls
were erected, with no shame. Around the rich mansions: out with poor
and starving, out, out! — and at the frontiers of rich countries: out with the
foreigners, out, out! Profit, not human beings, is what determines the re-
lationship between countries, encumbered with walls of shame. Profit, not
love, determines human relations. They say it is inevitable. A Lie! There
are people who do not feel repugnance for human solidarity, in contrast to
the great fat famished one. ...Inevitable? Not true! Even if it were, nothing
would justify us giving in to it”3”

The Belgrade National Theatre did not invite Augusto Boal, or some-
one like him, to convey to the national audience, in dramatic terms, his
perception of life and his views on the current political situation in the
world. The same theatre that in 2006 canceled a play by Peter Handke,
invited in 2007 the Czech film maker Jiri Menzel to be its guest direc-

37 Boal, A. (2000): Hamlet and the Bakers Son: My Life in Theatre and Politics. London: Rout-
ledge.
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tor and stage a play. Menzel, who has probably consented to the Czech
liberation presided over by Vaclav Havel, and whose task is now to com-
plete the Revolution and ‘liberate’ the arts from the concerns Peter Sell-
ars identified as central, in an interview published in the JAT magazine
in the spring of 2007, derided the theatre of ideas, poured scorn on com-
mitted art and very proudly announced that he was going to direct The
Merry Wives of Windsor because it was the only play by Shakespeare that
had no historical context, and no historical references. If Shakespeare
has not been dropped from the curriculums yet, there are many other
ways he can be made to ‘fall’ One is when Falstaff, hiding in the dirty
linen of the merry wives of Windsor, is perceived as a Shakespeare play
most likely to attract the attention (and reinforce the habits) of audienc-
es daily fed on the latest sex scandals of celebrities, clerics and politicians
and other unwholesome confectionary produced out of cheep emotions.
Consent, or concern is a question that needs to be debated in this coun-
try urgently (and not only because of what Nikolaj Velimirovic had to
say about Shakespeare and imperialism). Dunces brought up on revised
history books, with no experience of Shakespeare and no access to other
opportunities to develop adequate historical insight, are indeed easier to
control. By coercion or seduction, they are to be produced. The Project
for the New American Century depends on it. The survival of the plan-
et, however, depends on something else — on our historical sense, on
the great poetical/political histories of mankind that help us achieve it.
Vyasa, the poet-creator of Mahabharata, says he composed his great epic
because the Earth demands it. In writing his plays, Shakespeare must
have felt the same.8
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Jbumana boroesa Cegnap

21. BEK: 1OBA OJJOBPABAIbA, NJIN MUHTEPECA?
YCIIOH TEMOKPATCKOTI UMITEPUJAJII3MA I ,,ITAT
BIWINJAMA IIEKCIINPA

Pesnme

Pan maje xynTyponmomkm mpernen M KpUTHYKY aHa/IU3y NPBUX TOAMHA JiBafIeCeT IPBOT
BeKa W3 IIepCIeKTHBe HEKOIMKo porabaja xoju cy moderak Tor Beka obemexxmmu. Ilopen
KondepeHinje o pacusMy 1 pacHOj AMCKPMMMHALMj) KOja ce MOYeTKOM cemreMOpa 2001.
sappumna y JJypbany, y Jyxuoj Appuiy, u forahaja Besanux 3a cam 9/11 y Amepuun, pag
nocebaH 3Havaj mpupaje sabpumasajyhuM mojaBama y KynTypu u obpasosamy. Peu je o
U3I/IacaBamby, a IOTOM IIOBJIauelby 3aKOHA KOjJ HajTake fa yiiberuy us ucropuje y Ppaniyckoj
MOpajy O (paHIyCKOj KOJOHWMja/HOj IIOPIIIOCTH TOBOPUTH Y IIO3UTMBHOM CBETIY; O
IIpefi/Iaramy, 1 IIOB/Iavelby IIPEJI/Iora, Ia Ce Y eHITIeCKVM LIKO/IaMa 13 HacTase nsbary [lexcrp
U CBEKOJMKA K/IaCHYHA KIbVDKEBHOCT, Jja OU Jiella ¥IMajla BpeMeHa Jja aHa/IM3Upajy caBpeMeHe
HOBMHCKE TEKCTOBE M Te/IeBU3MjCKI IIPOTPaM, 1 Jia yde je3suK KoMIjyTepa; o goxenu Hobenose
Harpajie ApaMcKOM NucHy 1 akTuBucTy Xaponpy IInnTepy; o Harpagama Koje aMepuyka Baaja
mofe/byje MOMUTUYKMM MCTOMUIIUBHUIIMMA 1 allo/IoTeTaMa, YMETHUIMMA Kao To cy Baiyas
Xasen 1 Mapno Baprac Jboca; 0 OMUTHYKM U BOJHO OTBOPEHNM ¥ OPYTa/THUM MPUTHCLIMA
lla ce IpOM3BeJe CaIJlaCHOCT 3a PaTOBe KOjUMa Ce YCIOCTaB/ba TAaKO3BaHM JEeMOKDPAaTCKIU
UMIIepMjaiiN3aM, O KOHCTUTYNCAY YMETHOCTH KOja Ha pasHe HauMHe IOIp)KaBa 1 OICIyXKYje
UJe0NONIKe TTOTpebe IIOMEHYTOT HeOMMIIepHjaTHOT MIPOjeKTa, alil M O YMETHOCTM KOja OCTaje
CBECT, CaBeCT, ¥ eHepryja Koju oMoryhapajy ma ce colMjanHa IpaBja, YOBEKObYO/be U IpaBa
JleMOKpaTHja HUKaJ| He 3abopaBe I He 3aTpy.



YIK 821.111.09-2 IIunrep X. ; 316.74:82

Anekcangap Ilerposuh
Dunonowko-ymettinuuky paxynieid, Kpazyjesay,

YOBEK KOJU JE PA3BNO OITEJAJIO
(MCTVHA U KYJITYPA)

Y papny ce pasmarpa Teopuja uctune Xaponga [lunrepa u ykasyje
Ha HeKe iheHe MPaKTUYHe MOC/IeuIe 32 OPUTAHCKY 1 CPIICKY KYATYPY.

Kipyune peun: Xapony ITunrep, [TnaToH, nctuna, 6puraHCcKa Kyi-
Typa, CPIICKa KY/ITypa, MOPaTHN apTyMeHT!

Onu he ce gpuatiiu uctiiure axko og
702a umajy Kopuctiu.
b. Bonrap

IIpBa apama kojy je Hamucao Xapong ITunrep, The Birthday Party, ca-
CTaBWIA je CefjaM JjaHa IIpe Hero IITO je CKMHYTa ca peneproapa. Kpu-
TUYAPY CY je ZOoYeKaay XOPCKUM IIPe3NpoM, jep UM je 6mia ,MpayHa“
U ,JIpeBuIe cuMOoMMyYHa“. AJM 3aTO HUCY MIMa/Iy Ha IITa fia Cce >Kaje
KaJla je Py Kpajy CIumcare/bcKe Kapujepe, y IMOCAEeNbUM pedeHnama
roBopa Koju je oppkao npumajyhn Hobenosy narpanpy, Xapong IIna-
Tep HEeYBMUjeHO CAOIIIITHO Y YeMy je 3afjaTak Muclia. ,Kana mornegare y
OI/Iefajio, TIOMMC/IVIMO Jia je C/IMKa KOjy BUJVIMO Ta4yHa. AJIV, IOMepYIMO
M Ce U 3a MWIMMeTap, CJIMKa ce Memwa. 3alpaBo IIeflaMo Y 6eckpajHu
H13 ofpasa. [Tonekan, MehyTum, mican Mmopa fa pasbuje ornesmao — jep
C OHY CTpaHYy OIJIeflajla UCTUHA 3ypH Y Hac.”

Pasbujame ornepana je Mucuja mucla, jep TO je jeAMHM Ha4MH Oa
cebe m3baBy 13 am6Ouca yTBapHMX npuBubama. A MOXXeMO U MU
nornenaty UCTuHK y oun? Huje mu oHa ,,MpauHa“ u ,Ipesuire cuM60-
MMYHA“ 4Yera cy ce ogMax npubojamy peBHOCHM Kpurtudapu? Huje nn
ucTrHa 6e37aH 6e3 Kpaja, Tauka 6e3 IoBpaTKa, HEIOHOB/BYBA, CYIITIH-
CKM HeCXBaT/bVBa, U MoI/Io 6u ce pehn HekopekTHa? Kputnyapu xoju
He JKeJIe Jla ce MaKHy HY 3a MIWIVMeTap, [ja UCTUMHA He Ou 3ypmia y
BIX, 9yBajy ornenaso >xenehn ga ybene fa cy ofpasu y meMy BepHUjI
U BaXHMjU off >kxmBoTa. OTya 1 HeMajy cMucao 3a UCTUHY, Beh 3a om-
cecujy ofpasa, UIPy ca COIICTBEHOM CEHKOM. JIaX je yBeK KPUTUYKU
yropo6/beHa, 6eckpajHO IpUIArof/byiBa U CIIpeMHa Ha cBe. IIpema nc-
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TUHMU Ce YBeK Tpeba KPUTUYKM OJHOCUTH, CMATPajy, jep MOTUTUYKN je
HEKOPEKTHO YCTBpAUTK Ipemoh mctune Hap naxkuma. O ToMe mmime
jour ITnaron y cenmoj kwusu Jpiase onucyjyhu sarodenuke nehmne
OTCemheHe UTPOM CeHKM TI0 3upy. IInine HapaBHO y3anymHO, TO U caM
3Ha, jep nehMHCKM /byiu YyIpaBoO ycaBplIaBame Ofipasa CMaTpajy jemmu-
HOM JICTIHOM BPEJHOM IaKibe. 3ap Huje Xere MUcao ja je ocyha u
nory6/peme Cokpara M3pa3 HajBMIIe MOPAJHOCTY KOjy Jip)KaBa MOXKe
Jla mocerHe?

Kag cmo Beh xop Cokpara, [ja ce IpUCeTVMO OBe IIPBe JIEKIMje eB-
porcke ucropuje. Taj 4oBek je OKyIIaBao fia HOfy4yaBa eTUKY y 30yibe-
HOM 1 30pKaHOM CBETY y KOMe Cy ce IPOCBeTUTE/bM, Tafla Cy ce 3Balu
coducTy, JOCETIIN Jja YOBEK TaKO TOPAIO 3BYUM U Ja HUKAKBe I'PaHNIIe
npen mbuM He nocroje. COKpar je UIIaK XTeo Jja Ce 3aIlliTa IOCTOje /N
rpannie XuBoTa u cnobope? lllra je mpasegno? Jla nmu je To OHO IITO
xopucty jadeM? [la nu je maxk rpanuna uctune? [la mu cy gpxxaBHU 00-
roBy npuBatHa paHTasuja? Moxe mu omnuTe foO6po GUTU IpUBATU30-
BaHO?

Ta mutama cy mobpa, any HUCY HU JaHAC MONUTUYKM KOPEKTHA.
Omna cy y cTBapy HEKOPEKTHaA TOKOM Iie/ie eBPOIICKe uctopuje. VI atun-
cky rpahaHu 1 oHM Koju Ccy Ioc/e Bux HacTaBum ja ocybyjy Cokpara
CTBOPWJIN CY €BPOIICKY UCTOPU]Y MJieja YMjI je IIABHU IT0CA0, OCUM He-
KOJMKO M3y3eTaka, 61o ersoprmsam Cokpara u IImatona nmop pasmmyan-
TUM MCTOPUjCKUM U3TOBOPUMA.

Yax u Benuku [lanTe, Koju ce 60pyo MpOTUB IMOeIHA KOjI Cy XTe-
mu na weroBy @upenny nsnajy Hemimma, Hemajyhn xpabpocty fa pas-
6uje ornegano, nao je ItaToHy He BuIe HEro MecTo y MOy, fia ce He
MY4M, aIJf HUKAKO Y Pajy jep Huje mo3HaBao 6ora y Kora je oH ([lanTe)
BepoBao. OTnpunke, mpobnem I1aToHa je ITo ce poayo Mpe BpeMeHa.
I pyru eBporcku norm, oHaj aHTuxpuithancku, samepa [Iratony mro je
IpeBuLIe Ufjeaad. Ay I71e 9yfa, o06a Ioja ce CIaxy, jep OCHOBHU €B-
POIICKM KYATYPHU IIPOTPaM, Ca M3y3€TKOM Ta/IjaHCKe peHeCaHce, jecTe
aHTUIIATOHM3aM. Ma KONMKO ce IPaHao U yC/IO0XKHbaBao, PasBMjao U
npeo6pakaBao OCHOBHA IJieja OCTaje MCTa. 3aTO HaM je BMINE Off 1dera
norpebHa HOBa KynTypa Koja Hehe ogbarnusaru cBoje usBope. JJok ce
TO He JIOTOAY, JOBOJBHO je Ja Oy/ieMO CBEeCHM Jja ce IPUBUIHO VJEjHO
PasIMYuTy, IPOCTOPHO ¥ BPEMEHCKN Y/Ia/beHV MHTENEKTYa/THI ITOKpe-
THU CjeJUIbyjy Ha OCHOBM aHTUIIZIATOHMU3MA. VI31BOjuMO /11 13 MHOILITBA
€BPOIICKVIX VJIE0JIOTHja, Ha IIpVMep, €HITIECKN OEKOHOBCKM PEBOTYIN-
OHApHM JJyX HOBE ATIAHTUJE U CTABMMO JIM I'a HACIIPAM PYCKUX OKTO-
6apckux npesBpaTHuka KomyHusma, Bupehemo ma ce mOTHYHO CTaxy.
Hosa Aminanttiuga xojy je ®@pencuc bekon Hammcao 1626. roBopu o
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MUTCKOj 3eM/bu bercanemy rae rpahann nocehyjy Comomonosy kyhy y
KOjOj 13BOJie Hay4He OI/efie ja OU ca3Ha/Iy U IOKOPUIN IIPUPOAY, Ayl
1 no6ospiany Apymrso. He Tpeba TpommTy peun ma 6m ce pexio fa
VICTO pajie M OKTOOApCKM peBOTyLIMOHAPY KOj) CTPAcHO 000XKaBajy Ha-
Y4HM IIOIVIEN; Ha CBeT KojuM he mo60/pIIaTi APYIITBO U eKCIIOATIICATI
npupony. HapaBHo pesynrar o6e yronmuje je 3aTO4eHO JPYLITBO 1 JIeT-
panypaHa pupoza, am faHac Hema Cokpata Koju he To pehm.

ITnaronosa mpaBa je, Bene yrmac @pencuc bekon n Bmagummp
V4, upeanHa, a To joj je I1aBHa MaHa. ,,1llTa 61 oHfa 610 HauI TOCao?
IlTTa hemo pa ycaBpiaBamo? Iben uueanuTer HaM He Jjaje M3TOBOP 3a
OCBajama, pasapame y MMe NM000/blIaBaba; He OMYLITA [a ce Mpefia-
MO MaKVjaBe/IVICTUYKIM HOIOCTIMA, TAKOMOM Tpab/berby, MaCOBHUM
yOMCTBUMA — CBeMy LITO YMHY IPaBy CTBAPHOCT UCTOpUje. AKO IIpU-
CTaHEMO Ha JIeTOTBOPHOCT CBeTa UJieja M UJeaHy Jp>KaBy, 4eMy OHJIa
HoBe ArmanTtuae? Kako hemo oHa ja mpaByMoO HOBM IOpEZakK, ako je
cBaku crefehu ropu of mpeTxogHor?

Hema cBeTa nyeja, IoHOCHO cTora o6jasbyjy bekon u Vmry, ncrmm-
cyjyhm - ca moTpe6HOM MCTOPMjCKOM AUCTAHLIOM, Jja 611 6110 YBep/bM-
Buje (ma 6m ce Bupeo ,,pasBoj) - 3Hawe je moh. IIpBu ce 3a 3Hawe -
Mmoh 3anmaxke eMImpujcky, 6anajyhu, kako cam Kaxke, ICKyCTBO Y ,,OKOBe
VHJYKIMje“ cBpraBajyhm Tako ofylieB/bere aHTUYKMM MjjeanuMa Ta-
NMjaHCKe peHecaHce. [Ipyru To ynHM Bermmyajyhm ngeonorujy marepuja-
nMM3Ma Koja Tpeba 1a JoKpajuu fyxoBHOCT Busantuje. CBaky upejy he
pasopurtu Moh, yBepeHn cy oHY, 1ako I11aToH yrpaBo o Tome, Wy3uju
7ia je TIpaBe[{HO OHO LITO KOPUCTY Mohw, pactipasiba y IpBOj Kbusu JJp-
saee. bekoHa caBpeMeHM JTacKaBIM Ha3MBajy Apyru IlmatoH, Mazma 6u
mera u Vmya, Kao mTo cMo pekin, 60jpe 6uno HasBatu anTy [11aToH,
jep Cy Ha mbEMY HaIpaBWIM CBOje Kapujepe. bekoH o4nTo Huje MHOro
Mapuo fia mpounTa [InaToHa mm je TO YMHMO Ha IPECKOK, Mpeckayyhn
TYIMe M Lielly NPEeTXOAHY KYITYpy HasuBajyhu je camo HecaBpleHUM
II0YeTKOM Koju he Tek mpaBa HayKa yCaBpIINTH, IITO IIOTOM XOPCKY 3a-
MOPHO IIOHaB/ba Ile/la eBpOIICcKa mpocseheHa kynTypa. Ha nctu Haumu
pasMunuba u Vnmd Koju je y okonHoM Bo3y pomrao y Ilerporpap ma 6u
ca 6aykoHa nerporpascke kyhe roymune Marunpe Kimecunckaje o6ja-
BUO CBETCKY PEBONYyLMjy, HAjHOBUjy AT/IaHTUJY Ha Kojoj he mucnum
VI cytoM 6uty yepehern cBu koju Hucy nmanu cpehe ma mobersy.

V4 je 3akacHe/nu IMIBAjIAPCKO — PYCKM M3[aHAK OGoraTte OpuUTaH-
CKe Tpafi1je Koja je ycaBpILIa )XMBOT aMePUYKNX CTapOCeNeauKmx
IJ/IeMeHa TaKo LITO MX je Y MMe 3Hama, MONM M HalpeTka, ocnamajyhm
ce Ha bexona n Xo6ca, a camo feknapatuBHo Mairyhu JlokoM, He MHO-
ro ¢punozodcknM oKa3HUM HOCTYNKOM IpeBena u3 6uha y He-6uhe.
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3aK/by4ak je jefHOCTaBaH, KOMMKO U IOpas3aH: ofbaryBame [InaTona
BOJY IIPAaBO y BapBapusaM. Y CTBapy €BPOIICKA IPYLITBA, [IOHOCHA Ha
CBOj ,peann3aM” 3aCHOBaH Ha MHOTOCTPYKNUM ofbanyBamuma [Inato-
Ha, HajyCaBpIIEHM)! Cy CTEIIeH BapBapusMa. A Ta BapBapcKa CaBplie-
HOCT, Jja I1 O TOMe I0c/Ie XerenoBor Kpaja ymernoct, Huueose cmptu
6ora, PyKyjaMIHOT Kpaja UCTOPUje, BpeAN paclipaB/baTil, jeCTe XXUBOT
0e3 ucTyHe. YIIpaBo TO IITO ce HaMma foraba.

Kako y TOM KOHTEKCTY, KOHTEKCTY CTOM/bEHOT OITIeflaa, OCMOTPU-
T Xaponga [IunTepa? Kojoj Tpaguumju npumnaga oH Koju cebe omm-
cyje kao ,a bit of an old warrior“? bpuranckoj cBakako He, jep Kako
caMm BenH, »the tradition for artists in Britain is to shut up and write®
OH je paguo HemTOo MITO IMOTIYHO OflyJapa Off Te Tpajuliuje IOJIerie
1107, 6€KOHOBCKJIM eMITMPU3MOM, padpal)eHe mparMaTusMoM, SOBpILeHe
YTUIUTAPU3MOM - HajTeXXUM (paknmjaMa gecTualyje CopuTyca.

JKuBorHu nopyxsat osor old warrior HajBuie me nopceha Ha 3a-
BPIIHY ClieHy duaMa Y smajesom gHesgy rae bpyc JIu mokymasa fma ce
obpauyHa ca 37MKOBIIEM KOjI ce y coOM ca oIlefaanMa CTaTHO CKpUBa
32 HI3a Ofpasa Koju y IPBYU Max 30ybYjy BeIMKOT MajcTOpa. 3/IMKOBal]
CTaJIHO ¥IMa HOBY, IPUTOJHY CIMKY KOjOM IIOKYyIlIaBa Jla 3aBapaBa, aju
y TPeHyTKY Kaja JIu, y ckjmagy ca IlmaTonoBOM TeopujoM uzieja, cXxpara
Jla Cy Ipefi ’bUM CaMO Ofipasy, Jia je 3/IMKOBal] 132 aKo je CIMKa UCIIpes,
(TayHO OHa cuTyanuja Kojy onucyje [Inaton y cenmoj kwusu Jpiase) oH
ce okpehe, pa3buja jeqHO 110 jemHO OITIefano 1 Kajia pa3buje mocnenme
3/IMKOBAl] BUIIE He MOJXKE Jla Ce IPUKPMBA ¥ MOpa Jla Ce CyO4M Ca CHaroM
uctuHe. JIn je Tako [e3MHTErprucao CUIy CeHKe, yIpaBoO KaKo JyHT yIo-
Tpeb/baBa Taj TePMIH, KOjy je 3/IMKOBal] IIPOjeKTOBAO IOKylIaBajyhnu na
ra HaBeJie Jla ce ITOMCTOBETY Ca IPUBUAMMA KOje OH CTBapa.

CIMYHMM TTOCTYIIKOM CIyXu ce u Haut old warrior y cBoM mpo-
IPaMCKOM HAIopy fia pasbuje ornenano fa 6u pomao fo ucrture. V on
je McTepao Ha YMCTVMHY OHe KOju 3aBapaBajy ofpasuma. Y HOOelI0BCKOj
Oeceny UTUPA CBOj MMAarMHApHU TOBOP Koju je mpunpemuo 3a [lopia
Byura, o ckopa IpefcefHNKa »jefHe IIpeocTae Cynepcue’, TOIMKO
BeJIMKe JIa je eBO/Tylja HeyMuTHO rasu. EBo mra by, ncrepan Ha yu-
cran u yxBaheH [TnHTepoBUM CTBapaIaukyM CTVICKOM, TOBOPIL: ,,bor je
nobap. bor je Benukn. bor je nobap. Moj bor je nobap. bun JlaneHos
6or je 3a0. Iberos bor je 3ao. CaamoB bor je 6o 320, jeHu mTo ra oH
Hyje Hu uMao. OH je 6uo BapBapyuH. My HucMo Bapapu. Mu He ofice-
I1aMo I71aBe /byAuMa. Mu Bepyjemo y cnobony. VI bor Bepyje. Ja Hucam
BapBapyH. Ja caM JeMOKpaTcKy n3abpaH Boba jemHe crmobopo/pyOmBe
nemokpatuje. Mu cmo caocehajuo pymro. Mu ca caocehamwem fajemo
e7IeKTPOILIOKOBe 1 ca caocehameM yOpusraBaMo CMpTOHOCHE MHjeKI[H-
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je. Mu cMo Benuka Hanyja. Ja Hucam fukratop. OH jecre. Ja Hucam Bap-
BapuH. OH jecte. VI oH jecte. OHM Cy cBM BapBapu. Ja MMaM MOpaTHU
ayropureT. Busure oy necauiy? To je Moj mopanuu ayropurer. VI He-
MojTe TO Ja 3abopasure.”

ITpusHajem Jja HMKaJja HUCAM IPOYNTAO JIEMIIN IOIUTUYKN TOBOP.
U victuantujn. Bym 61 ce curypHo cracao makia ja ra je M3roBopuo.
Kako Huje, cBu xxuBuMo y maxiny. [Takmy koju je Ilmarep 1992. nusspcho
omcao y komany American football mocBehen criopTy Koju cBojuM Ha-
Ci/beM M OKpyTHoIIhy IpeicTaB/ba HajoO/bM M3pa3 aMepudKe KyaType.
Ila Hucy nctpebunu VHavjaHie, OHM CTBapHO HUKa/lAa He OM MOITIM fia
M3MIIC/Ie TaKaB CIIOPT, KOju je IpaBa MeTadopa uMIepujamnusMa 1 Ha-
cuba. Jou jacHujy cmKy oBe Kynrype [Iunrep naje y moemu The Bombs:
“There are no more words to be said. All we have left are the bombs.”

Y aHTHM IJIATOHOBCKOM CBETY OCTaje Cy caMo 6ombe. Vneje Hucy
OUTHe, /JBY[V BUILIE HIUCY BaXXHU. A HU CBET, OH je IIe0 Tajall jef{THOT
IIPeOoCTasIor PeIMKTa, 3a KOoTa M3I/Iefjla BpeMe Bullle He pafn. Tok Koju
je caM IOKpeHyo Typa ra fajbe, a CBe IITO je yuumHMo 3a cebe okpehe
ce NMpoTUB mera. [InHocayp He Mapy 3a MCTUHY, bera 3aHuUMa jeJIHO
XpaHa. A/n Be je CBe Mame U OH rymehn ce y kpuunma, mnatehu pen-
TWICKVM peIloM CBYZia OKO cebe, HeMMHOBHO npe yrunyhy. CreHa camo
IPUBU/IHO U3IJIEfja JPAMaTIYHO, aJI) TO je cCaMO 00JYHa Teopyja eBOY-
11je, K0ja MUPHO M IIOCTOjaHO pajiv CBOj II0CA0 y TOAMHM Y KOjoj Cra-
BuMO [lapBuHa. VICTO Tako je HEKOIMKO BEKOBA paHMje y CMPTOHOCHOM
JIOKa3HOM IIOCTYIKY Ouia mpuMmemeHa Ha Vupujanne. Hema 3anpaso
HU jejHe 3eM/b€ Ha CBETY, HUTU jeJHOT HapoJa KOji OBAKO VI OHAKO
HIICY OOWIN Y /TuIje TIECHUITY Ko Hajjauyyl MOpaIHU apryMeHar byma u
IbETOBMX IIPETXONHMKA.

ITnHTED je jol cemaMaeceTUX rofyHa Kajia Cy CBpriau AjbeH/jiea, Jie-
MOKPATCKI M3abpaHOT NpefcenHnKa Unea, IUrao rmac mMpoTuB aMe-
PUYKOT HApIVICOMTHOT IICeyho nmbepann3Ma KOju He TPIM HMU jelaH
ppyraumju myT. Op Taga je, yupkoc 6puTaHckoj Tpagunuju hyTama,
rmacHo roBopuo. Huje >xoHImpao unmwenniiama, seh je rosopmo mnctu-
Hy. HapaBHO TelKo je Tpagnumju orpesnoj y HOMMHA/IN3AM U CKEIITH-
I13aM jja osepyje y uctuny. OHa Beh anpuopu 3Ha fja MCTMHe HeMa.
Vima u myHO Jj0Ka3a y mpuior ToMe, oboraheHnx ypaHujyMoM, Koje He-
ce6MYHO 6alla IO I7IaBYM CTAaHOBHMKA. Jep Kajia ICTVHE HeMa CBe je JOo-
3B0/beHO. O[ICYCTBO UCTUHE je 3a By TeMe/b MOPajia, PeINIuje, 3allpaBo
KaTerOpM4Ky MMIIEPATUB — YMHU JPyTMMa CB€ OHO LITO He KNI Jja
OHU YJHEe TeOM.

[InHTep je CBOjUM aHTa)KMaHOM XTeO fla KaXke Jja je caMo 0OpaTHO
TAa4HO — Ka/la IMa ICTUHE, HYje CBe I03BO/bEHO. VICTIHA HIje cUMeTpuY-
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Ha, 1b0j ce He MOTY NPUAPYKUBATU CUMYIAKpyMH, Beh ocTaje HemTo
HITO je Y CBMM MaT€MaTMYKMM jeJHaYMHaMa U XKMBOTHUM HEBO/baMa
yBek cebM jemHaKo. 3aTo je U BP/IO CKYIIA, 33 PA3MKY Off IOHY/e KN
YUjI yCAaBPIIEHV MOJEIN 10 HAjIIOBO/bHMJVUM L[€HAMa, Ha KPEJUT aKO
Tpeba, MOTy fla ce TOBO/BHO KYIIE jep ce IPOM3BOJie Y BEMKUM Ccepuja-
Ma. YBeK HOBU MOJIell, YBeK HoBa ¢popMa, HajHOBMja pedopMa — UMa JIn
IpUBIAYHUjET C/IOTaHa 33 MHTEeIEKTYyalla [7Ia/JHOT aIljlay3a ¥ CIIPEMHOT
fia Kao ,,xutpu MajMyH“ (HudueoB uspas) yxsaru yory koja my je go6a-
JyeHa 300T TpeHyTKa JIaKHOT AVB/berba y ounMa mybnmke. YnHu ce fa cy
XUTPUM IIPUTEXKAOIMMA Te Majie peOPMICTIYKE JIaXKMN, U3BUK/BAbE
CBMX IPeJHOCTY HOBUX MOJie/a, IIPeKO KOjuX ce M3HOBA pa3Masyje Beh
o/bylITeHa 60ja, Ka0 HEKO yTOUMINTE, HEKa MaKap HaXepeHa HacTpe-
IIHNIIA [T0J KOjy he CKJIOHUTHU CBOjy I7IaBy Ipef CTPALIHUM 3aXTE€BOM
VICTHHE — OYAM TO LITO jeCH.

He ynasehu naspe y Taj mpobieM, Koju je yocTaoM Tako Jo6po m3-
noxeH y Qayciiiy, Tpeba pehn na je I[Imnrep Heka Bpcra anTn Paycra,
jep je MMao XpabpocTu a UCTUHY BpaTU y peyHMK OpMTaHCKe Ky/ITy-
pe M3 Kora je Ba/bfia HecTasa joul ¢ norybeeweM Tome Mopa. U jomr
BILIE Off TOTA — BPATHO je Bepy Y UCTUHY, KOjy HEIPECTaHO IOKYyIlIa-
Bajy Jla 3aMeHe HM30M TEOPMjCKMX IIpOTe3a U APYIITBEHUX Cyporara.
[Topniamwe MCTUHE HajAeTOTBOPHUjM je HAYMH pasapama CBeTa, jep he
0e3 e CBeT HEMMHOBHO [Ia M3[jaXHe, OBAKO VIV OHAKO, TeXHOJIOLIKM
v eKonowku. 3aTo je [InHTep u gurao rmac NpoTMB XyMaHM3Ma JTaXKN
KOjU je OHO IITO je MPeocCTano of JyrociaBuje 03padyo ypaHUjyMoOM,
cTBapajyhm off me peakTop Koju he y HEKOHTPO/ICAHOj TAHYAHO] peak-
nuju moByhu 3a co6om 1eo cBeT. PazopeHo je HajBuTaIHNje YTONMjCKO
jesrpo eBporicke Kynrype XX BeKa, 3eM/ba 4Mje je IIOCTOjambe CBEJOYM-
710 fa AMeprKa yBakaBa EBpomny. Pasapame JyrocnaBuje mokasarno je ga
OHa ¥IMa caMo Ipe3up 3a kY. AMepuiy Huje norpebHa yronuja, 60bu
cBeT 1 senura EBpomna - oHa je moBo/bHa cebu jep mmbehn y ornena-
JI0 HeTIpeCcTaHo MOHaB/ba ceOu Aa je HajBeha, Hajoopa 1 Hajmenmia. OHa
Tako Hehe HM IPUMeTHUTH Jia je IpecTaa ia mocToju, jep he ox we ocTa-
TU CaMO CIUKa, Kao y Jopujany Ipejy Ockapa Bajnpa.

Cp6uja je nsrpagua JyrociaBujy BoheHa CBOjUM YTONMjCKUM UITY-
3ujama, Bepyjyhu a ce HapopMa MoyKe TIOKJIOHUTH clio0oza. Ay OHM
Cy IO4eKasy NpBY IPWINKY Ja ce BpaTe Y POIICTBO, jep muMa cnobopa
HIje TTOTpeOHa, OHNU CY TPaXKIIM BMIIIE IOTPOIIHMX A06apa 1 MOBOJb-
HUje KpeauTe, y>)Ke TProBadyke JaHIle Koju Mame 3BelKajy. Kaza ce o
TOMe OfTy4yBano, AMepuka je Ha Bepcajckoj koHpepeHumju 6mia 3a
CTBapame Jyrociasuje, jep je JKelena fa BUAU CBOj ofgpa3 y Esponn -
Ip>KaBy 4Mja peTopuka ocnoboherma NoArpeBa MEITUHT IIOT KOjU TOIN
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Hapojie PasIMINTUX KYITYpa Y jefHy Ap>kaBy. Mehytum, kazga je mopa-
suna Eepony y IIppom u [Ipyrom cBeTckoM pary, cTBapajyhm of me je-
JlaH Be/IMKIU €KOHOMCKM IIOTOH, Taj IpyMep Huje 6110 HApOIMTO MOTpe-
0aH. CpIicKe yTONMjCKe TeXIbe HIUCY ce MOI/Ie yCKIaanTu ca EBponom
KyNOBJMHeE U Ipofiaje. AMepuKa Bullle HIje 61Ia CIIpeMHa 3a [OC/IOBEe
TIOCpefioBamba, jep je IodYea MeCUjaHCKy a MUCTIM O ceOM Kao 0 3eMJbI
KOja je ,jefyHa ImpeocTana’

Jyrocnasuja je HecTana, MOMUTUYKM je HE3MHTEIPUCAHA, JNEKOH-
CTpyHMCaHa peKu 61 MOCTCTPYKTYPaIMCTH, alu Ce HUje MOITA KyJ-
TYPONOLIKM YHUIITATH KaO jefiHa yTolMja Kojy je EBpoma ycnena na
octBapy XX Beky. Vaxo je ompkaBame Jyrocnasuje mraheno cprcknm
caM03a00paBoOM, Y 10 je MOCTUTHYTO IOJHOII/BYBO IIOMUpEHE pe-
JIMTYja, TOKYLUIAHO IIPUBPEJHO CaMOYIpaB/bame, 3alodyeT IT00aTHU
IIPOjeKT HECBPCTAaHOCTU. Ma KaKo ce TO OfjBIjaio y OKBUPY IOTUTUYKE
AuKTaType mwiaheHe aMepyyYKyM HOBIIEM, OMJIO je TOBO/BHO CITOOOHOT
IIPOCTOPA Jla ce 0CI000Ie YTOIMjCKe eHepruje y Mept Koja ce y XX BeKy
HIje Morna Hahy Ha gpyroM mecty. Kako Belu MOMEHYTHU IIPYCKHU fAp-
aBHU ¢unosod, ucrtopuja ce mpBo foraha Kao Tpareamja, a MOHaB/bA
kao Komenuja. To objammaBa CPIICKY U jyTOCTIOBEHCKY Tpareiu;jy, a Ta-
kobe 1 KoMequjy u3pazie eBpOICKOT 6paTcTBa U jefuHCTBA. EBporncku
CBeT, KOji je 3rybmo oba cBeTCKa paTa, HeMa HJ eHepruje HU Bojbe 3a
yromujy, Beh ce mpemao o6o>kaBamy CBAaKOBPCHUX CpecTaBa KOjuMa
BUIIIe HUKO He pa3asHaje cBpXy. AyToMarusoBaHe (pabpyke U JVBYHMA-
30BaHe CaMOIIOCTyTe OH IOKyIlIaBa Jja IpefCcTaBy Kao yTOINjy LITO je
CBAKaKO IIJIOJ, KPajiber er3MICTEHIIMja/THOT O4ajamba.

EBpona TOKOM cBOje Cpe[jibOBEKOBHE MCTOpHje, a ¥ MOTOM KpPO3
noba npocseheHocTy MCTVHM 3a BOBY U HMje IIOKa3MBaja MHOTO adu-
HNTETA 3a yTolMje. YBeK je Impe 61Ia CKIIOHA [ja X Ha30Be jepecuMa I
HEMIJIOCPJHO Ka3HM HETO Ja UX NPUXBATU M UcKywa. Yak je u mpo-
netepcka ¢anTasuja HagooynHor Kapma Mapkca octBapeHa y Cpouju,
KOJjy je IIpe3upao, a HUrge y EBpomnu ocum rje cy je JOHenu pycKu TeH-
xoBu. Cpbuja je mornyHo pasmmuuta oy EBporre, moce6HO mbeHOT 3anaj-
HOT JIefa, jep MMa BUIIAK CMIC/IA 3a yTonujy. CeKynapHo I7Ie;laHo 3aTo
je KaXibeHa, jep 3Ha ce Ko je y EBponm HajyieXxaH 3a yTomnuje, lbUXoBy
KyIOBMHY U ITpojajy. CaMo TaKo ce MOKe CXBaTUTH Jja HU JeCeT TOfjHa
nocie 6oMbaproBama Huje JOLIa Karapca, Beh fa KakmbaBarbe I 3aTu-
pame 1 fajbe Tpaje, CBe JOK ce He YHUIITH >kapehe je3srpo ¥ moHMIITH
oHO yTonujcko mTo je Cpbuja n3Hena Ha UCTOPUjCKy mo3opuuiyy. [Ipn
TOME Ce HapaBHO He IIpe3a Off HajrOper IITO €BPOIICKM YOBEK 3Ha — JIa-
rama. Yak je u max, y3 cBecpAHy nomoh mociemMoznepHe Teopuje, mpo-
I7IallleHa 32 KPUTEPUjyM UCTUHE, a HaCU/be 33 OCTBapeme NpaBJe.
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Crora ce [Tuntep mok tpaje HATO namactBoBamwe CpbOuje, He
ycrexe ga 'y lapgujany op 7. jyHa 1999. xaxe: ,,I am sure those people
here today who voted the Labour party into power share the same feeling
— a deep sense of shame, the shame of being British. Little did we think
two years ago that we had elected a government which would take a
leading role in what is essentially a criminal act, showing total contempt
for the United Nations and international law.“ Ibemy y TakBum oxor-
HOCTUMA, Y MCTOM WIAHKY, He OCTaje HUIITA IPYTO OCUM UCTUHE. ,Let
us face the truth. The truth is that neither Clinton nor Blair gives a damn
about the Kosovar Albanians. This action has been yet another blatant
and brutal assertion of US power using Nato as its missile. It set out to
consolidate one thing - American domination of Europe. This must be
fully recognised and it must be resisted.”

OBMM peurmMa C Jpyre cTpaHe orlefiana, IIuHTep Hac mosuBa
Jla ce CyOo4MMO Ca MCTMHOM ja OMCMO IpecTamy Ja ce CTUAUMO CBOT
IIOCTOjara 1 Ja 61 11 OH caM MOTao Jja ToJHece CpaMoTy 1ITo je bpu-
taHall. TuMe HaM je BUIle HETO MKO IIOMOTA0 JIa CXBAaTMMO CaBpeMeHY
OputaHcky Kyntypy. Iberosa HobenoBcka Gecenia objaB/beHa je caMo y
Tapgujany, nok je KopnopatnBHO KoHTponucanu BBC notnyHo urao-
puie He >xenehn fa 3Ha HumTa 0 HajeheM caBpeMeHOM OPUTAaHCKOM
IPaMCKOM MICITY, Kao IITO HK Oputancku ambacagop 2008. He >xenu fa
nobe y KparyjeBar Ha momeny nodacHor poktopata IIunrepy. Pasnor
je LITO ce CTAaBOBY NMCLA PA3/IUKYjy Of OPUTAHCKMX IMOTUTUYKUX CTa-
BOBa. Tako cMO OOWIN M CjajaH [JOKa3 TOTaIUTapyu3Ma KOju BIaja y
Benukoj bpuranuju, BenmnKoj o MeCHNUIIN, a Majoj IO CpLy U MOpay.
Kapa cy ce yonuute cTaBoBY BelMKUX IMCala IOK/IAMA/IN Ca CTABOBMMA
B/IaJja 3eMajba y KojuMa cy >xmpenn? Kako ce sarmpaBo 30By MUCIY YUjU
CTaBOBU Cy UCTY KaO CTaBOBM BUXOBUX BiIaga? CBaKako He MUCIY, 3
BUX II0CTOje Apyra umena. VI Huje To 1M4YHa CTBAp NperaleHor ap-
YKaBHOT CITy>KOeHMKa Koju ce He ycyDhyje ja ce IOK/IOHY YHUBEP3aTHUM
JBYACKMM BpefHOCTUMA. Ped je 0 caBpeMeHO0j 6puTaHCKOj KyATYpH Koja
je usbpucaia cBako jaBHO caocehame ca BpeHOCTMMA Ha KOjUM IIOYN-
Ba YOBEK CaM U Koje TIpeBasniase edeMepHy THEBHY HNOMUTHUKY. Pedjy,
O]} Te Ky/IType OCTajIa je JbYIITypa Koja II0 MHEPLMjU HAacTaB/ba IIyT, a
YUju je YHyTapmbu cagpikaj usgume. Huje 3aTo 4ygjHO IITO CMO TaKO
ZyTO y 3aBafiMi Ca TOM 3€M/bOM.

Ha rogymmsuny HATO 6omb6apnoBama Cpbouje 10. jyna 2000. ro-
nuHe ITnHTep roBopu Ha ckyny Komurera 3a mup Ha bankany, u oner je
jacaH ja jacHuju 6uty He Moxe. ,The bombing of Nis was no 'mistake'.
General Wesley K Clark declared, as the NATO bombing began: "We
are going to systematically and progressively attack, disrupt, degrade,
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devastate and ultimately destroy... On mopceha ga pasapame 0 KoMme roBo-
pu Knapk obyxsata ,television stations, schools, hospitals, theatres, old
people's homes - and the market-place in Nis. It was in fact a fundamental
feature of NATO policy to terrorise the civilian population.®

Y TOM roBOpy BUAM Ce CBa HEIOKO/IeOMBa OTYYHOCT IVCIA Jia
Habe mpaBa mopebea 1 fja je3uk UCTIHE CYIPOTCTaBY HOBOTOBODY. 1
would ask you to compare those images of the market place in Nis with
the photographs of Tony Blair with his new- born baby which were all
over the front pages recently. What a nice looking dad and what a pretty
baby. Most readers would not have connected the proud father with
the man who launched cluster bombs and missiles containing depleted
uranium into Serbia. As we know from the effects of depleted uranium
used on Iraq, there will be babies born in Serbia in the near future who
won't look quite so pretty as little Leo but they won't get their pictures in
the papers either.

The United States was determined to wage war against Serbia for one
reason and one reason only - to assert its domination over Europe. And
it seems very clear that it won't stop there. In showing its contempt for
the United Nations and International Law the United States has opened
up the way for more ‘moral outrage, more "humanitarian intervention,
more demonstrations of its total indifference to the fate of thousands
upon thousands of people, more lies, more bullshit, more casual sadism,
more destruction. And the government of Great Britain follows suit
with an eagerness which can only merit our disgust. We are confronted
by a brutal, ruthless and malignant machine. This machine must be
recognised for what it is and resisted.”

Axo 61 makao xTeo Ja ce 6aBy XyMaHUTAPHNUM PajioM, OH OY TO M-
HJO Ha aHI/IO-aMepUYKY HaunH. Taj HaumH je, oTKpuBa HaM [IuHTep, 10
CBOjOj MOpaIHOj cymTHY muieMepje. ,When the bomb went off in Old
Compton Street, Mr Blair described it as a barbaric act. When cluster
bombs go off in Serbian marketplaces, cutting children into pieces, we
are told that such an act is being taken on behalf of ‘civilisation against
barbarism'.“ On 3Ha fa je brepoBa BojHa He caMo nMIIeHa CBaKe eTNY-
Ke cagp>xuHe, Beh je cBojoM uyHMYHOINY ycMepeHa ia YHUIUTY CBaKy
pasroBOp O eTUIY, OMIO0 y paTy WM U3BaH bera, 6110 Kajia u 6u1o rye.
Kako xaxe Hoam Yomcky, ,KpajeM fieBefieceTUX Ha 3amajly ce I0jaByo
KOHIIETIT CaMOXBa/McaBala Koju Cy TBPAWIN: YIa3UMO y HOBY KCTO-
PUjCKY epy y Kojoj mpocBeheHe fp)kaBe JOHOCe XyMaHUTApHe Mjeane
cBety. V kKao mpBM Kopak Aa ce Myuciu 036mpHO 61710 je — 6ombapno-
Bame Cpbuje. JacHo?™
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Hucy Cpbu Hempujare/b, OpUTAHCKO] TpafuIuju HEIpUjaTe/b je
eTrKa cama. ETM4kum cypjoBM 3a OCTPBCKY aHaIUTUYKY Pumo3odujy
CBOJIe Ce Ha aHaIM3Y je3aMKa U 6eCKpajHO MpIjBapembe eTUIKIX Cy[oBa
CBe JIOK He ITOCTaHy JIell Ha PaJHNM CTOJIOBMMA 32 KOjy je IIPUBU/J, CBe
OCVIM aHaTOMMja MpTBOT Tena. Ha momiTnykoM ImaHy ta ce ¢puaoso-
¢uja nokasyje kao HATO cernpupame 4nTaBux Hapoja Ha CTONTY UCIIPO-
OaBarma HOBMX PAa30PHNUX TEXHOJIOTH]ja (ucHje eTuKe I UCTHHE.

3a [IuHTepa oBaj yac aHaToMuje HeMa TajHM. Ilpumajyhm moger-
koM 2005. Harpany Wilfred Owen on OpuTaHCKy M aMepuuKy arpe-
CHjy I7IaCHO HasuBa — »a bandit act, an act of blatant state terrorism,
demonstrating absolute contempt for the concept of International Law.
An arbitrary military action inspired by a series of lies upon lies and
gross manipulation of the media and therefore of the public.“ 11 ne
OCTaB/ba Tpara CyMm: ,1his NATO action is not only illegal, immoral,
and also crazy and infantile, it will achieve absolutely nothing® ITorniyno
y IIpaBy, jep je Ta aKuMja JOCTUINA HuTa 1 To Humra je moyesno fa ce
IIVPY CBETOM, yBadehu y cBoj BpT/IOT CBe OHe KOji HICY OMIN YBPCTO
Be3aHu, 6ap kao Opucej Ha cBoM 6popny, 3a japbon nctune. Humra xoje
je HATO npusBao nma 1 cBOje 3acTaBe KOje MHTENEKTYa/lu ¥ Meuju
pasBujajy ma 6u Humra, npema IInHTEpOBOj MHTYMIM)H, OCTANIO all-
CONMyTHO. ATICONTyTHO HMIITA, Ma jii Behe pagoctu 3a HATO u cape-
MeHy OpuTaHCKy KynTypy? Humira je maBHO nocejaHo y o6e AMepuke,
Adpuny, Ayctpanmujn u caja je gouuto Bpeme 3a EBpomny jep joj Huka-
KO He yCIeBa Jla YXBaTu KopeHa y Asmju. Amu uMajyhu y Bugy camo
»domination and assertion of power®, Ta kynrypa ,only agravate the
misery and the horror and devastate the country“. Mucmuo je na Cp-
Oujy. 3aTo MOXK/Ja ¥ HeMaMo IIpaBe pasjiore jga OymgeMo He3aJZoBOJbHI,
nocse cera. VInm MoxXjia rpe csera.

YuHnu ce Kao fia je cBe M3ry6/peHo, Kao Aa je 6opba ysanynHa, anm
OHJIa HaM BEJIVIKY IIMCAlL] KOju je pasbuo orefano IoMaxe Jia y jeffHOM
cpehHOM TpeHyTKY cabpaHOCTM BUJMMO MCTUHY Ha Kpajy TyHena. [a je
carnefaMo 13a OpUTaHCKe KY/AType Koja IIOTHyTe I7laBe BPELHO IPOu-
3BOAM fa 6M KymiIa HEIITO, HeKM HOBYM MOJE/, MOX/Ja U caMo Heb6o
Kazia Oyze KOMOHM30BasIa Liely 3eM/by. A/l MOXK/a joj ce JlecH Jia joj 3a
Ty KYIIOBMHY IIOHECTaHe HOBIIA. Tako Hekako nmie u Pajuenuen Tajmc
ox 9. pebpyapa 2009. y texcry Bullion sales hit record in rush to safety
objanrmaBajyhu ga MHBECTUTOPU IpeIUIallieHy eKOHOMCKOM KpM30M
KyIlyjy peKopAHe KONMYMHE 3/7IaTHOT HOBIA M momyra. Hajsanumibn-
BUjU je 3aK/by4aK WIAHKa fla ,Large purchases of coins are perhaps the
ultimate sign of safe-haven gold buying,’
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3em/ba BHIlE HMje NOBOJbHA, paj usrpaheH Ha 3em/pbu HmONakKo ce
IpeTBapa y Iakao. Y odYajaiby Kpu3e eKOHOMIUje, KOja je 3a €eBpOICKM
CBeT IIOCTaJIa MCTVMHA CBMX MCTMHA, TeMa CBUX TeMa, TeMe/b CBUX Te-
Merba, cefMo Hebo cBUX Hebeca, pafiehn morHyTe rase (kaxo je [IunaTtep
106pO BUJEO Ty CIIMKY) OpUTAaHCKa Ky/ITypa IIOKYIIaBa fla 3/aTOM KyIIN
MajIo 4BpcTor Heba. VI To Ha 6p3uHY, JOK TYyTHI y CTaMIIefy /ia IJI0f0-
Be CBOT BYICOKO IIeHeHOT ajIi 0e3BPeJHOT €KOHOMCKOT pajia IPeTBOPU Y
371aT0, KOje je jenuHo Hebo Koje 3Ha. Beh ce uyje kako nojexyje Puuapp
Tpehu - xpa/peBcTBO 3a KOma Ha kora hemo mohu jja HaTOBapyMO 371a-
TO KOojuM hemo omer mohu ja ahamo ocupoMalieHn ypaHujym u fa
KyIlyjeMo HeyMuBeHe ayiue 3a hunbyse monena u pepopmun.

IInuTep je mpormamen Bute3oM Jlermje gactu 17. janyapa 2007.
y ambacagu ®pannycke y Jlonpony. Ilpemujep ®panmycke, Jomm-
HUK Jie Bunmen, Ha Toj cBewaHOCT! MYy je pekao: ,,You have been able
to develop a special relationship with the French. A relationship based
on admiration, friendship and complicity. First, because you are one of
those rare authors whose works, during his lifetime, form part of the
repertoire of the Comédie Francaise. But above all, because in seeking
to capture all the facets of the human spirit, your works respond to the
aspirations of the French public, and its taste for an understanding of
man and of what is truly universal.*

[Toxyuramo 1 ga HaCTy TMMO CKPMBEHM CMIICA0 OBUX ey, U IPO-
MEHMMO /I Y jefHaUYMHM KOjy 1ocTassba Bunmen, ®@pannysu ca Cpbu, a
Comédie Francaise ca Tragédie Serbe, no6uhemo onrosapajyhe pemnreme
y xoMe IInHTepoBa fea He KOPECIOHANPAjy TOMMKO ca aspirations of
the French public, xkonmmko ca cprickoM KyITypoM CIOM/BEHOT OITIefjasa,
KOja je y CPyLIeHUM XajaMma OmbKa MCTMHY Hero mTo he ¢panirycka
MKaja 61Ty nocMarpajyhm ctBapHocT u3 nosnaheHnx moxa.

Vaxo pgpxaBa Cpbuja Huje MMasa CHare Ja My HOJe/IM OPieH, jep
3aKOH 0 OpJieHNMa jOLI Huje JOHeCEH, M MOXK/ja He caMo 300T TOra, MIIaK
je y KparyjeBiy oH 0>X1BeO IpU3Hambe KOje My BEpyjeM Huje Matbe pa-
ro op Jlernje gacty, jep je Heynopenuso 6mmke uctuHu. Iberos Komazn
Topwitiauxku jesux urpaH je y ¢habpudkoj xamyu 3acTaBe ayTeHTUYHOM
HATO pecTpykiujoM IpeTBOPEHOM Yy IpaBy IO30pHUIy OBOT CBeTa.
Huje Ham moTpe6Ha Teopuja, HuKakaB raro/eusu epupma, ga 6mcmo
OBJIe CXBATWIN IITA 3HA4YM JIEKOHCTPYKIMja. Xapoix He 6U MOrao Io-
KeJIeTH CYHITMHCKY 60/be MU3aHCIIEH 3a CBOjY ApaMy, 3aTO IITO OHa Beh
cama co00M OTKp¥Ba OHO LITO je >Keseo jja Kaxke. OBaj CBeT je pylLIeBMHa,
KOMaJi CKpXaHe MCTIHE Koje BUIIe HUKO He MOXKe fia ucLen, Beh camo
Jla HAKPMBO HacaJ1 y BU/Y HEKaKBOT I7I06a/THOT 3/IaTHOT TeJIeTa OKO Kora
IVjaHu Off MONM UTPajy OHM KOju Cy 3a00paBUIN Vb ¥ USTYOUIN TIYT.
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Kapa ce noriena Ha paBHM UCTHHe, 63 KY/ITYPOJIOIIKOT IIpeHeMa-
rama U Mepema Ha KaHTapy ,MalMxX MU ,BeIMKUX  KyITypa, Xapomp
[TuHTep mpMnaza BuIle CPICKOj Hero (GPaHIIYCKOj MM YaK OPUTAHCKO]
Tpaguuyju. Pasmor je jegHOCTaBaH: MCIIOCTABUIIO C€ JIa je CPIICKa KyJI-
Typa Omka ucTvHU. V 1a ca CBOjUM C/IOM/BEHMM OIIEIa/IOM JIAKIIe
MOJKe fIa 3ypU Y UCTUHY, U ia OfUTPa MIPEAICTABY YaK y CPYLIEHOj Xajlu,
Koja Cy0O/mMIpa cBe OHe ITOTUCHYTe IIOfICBeCHE CaipKaje Koje ce 3amaj-
Ha Ky/ITypa jenuHo ycybyje na mornena y Cpouju, ga Buan kao Cpoujy
U Jla ce off BUX ofMaKkHe kao of Cpbuje He >xenehu jja cxBara jja y 1oj
IJIefla UICTUHY CBOT cCaMopasaparba. JIMa i Hedera O/yKer HIeKCIIPOB-
CKOj TOpYMHI Off Urpama n3Meby pasBa/beHUX 3MJ0Ba U MIIYYIAHNX
BpaTa? AMepMKaHIMa Hije Maflajio Ha IIaMeT Jla HEIITO TaKo OfUrpajy
Ha pyleBuMHaMa Tprosaykor neHTpa. OHM Cy HEBMHM, HEKO U3 aBra-
HMCTAHCKMX Oppia je cBe To ypaano. OHM He 3Hajy 3allITO. 3aTO Cy CaMo
POHIIV KPOKOAWICKE Cy3e, Oycasy ce y IaTpMOTCKe TPyAu 1 pebpoja-
BaJIi HOBAI] Off OCUTYPalba.

IToznu znasy u fiuwiu, TO je feBU3a He caMo OpuTaHCKOr XX Beka.
Taj Bpean cTBapasadyky CBET MCTVHA OfIaBHO HE 3aHMMA, jep 3Ha IITa
Tpeba Jja pajy 1 Ifie moumBa ckenet cymruHe. OfaBHO pasjefieHy eMIIn-
PU3MOM, HOMMHA/IM3MOM U CKENITULM3MOM TEIIKO MOTY fia IOBepyjy fa
nporepaHa 13 JIOHIOHA TOCTOj1 HEKa MCTUHA CKpUBEHa Y HEKOj 3a6UTn
r7e BUXoBe 60oMOe jour HuCy gouule. 3aTo 1 hyTe JOK HBUXOBYU rOp/bU-
BU TTOJIMTVYKY M3abpaHuIy 6aiajy kaceTHe 6oMmbe 1o nujanama, pyuie
3rpajie, CBpraBajy Biaje, youjajy gery Ha MOCTOBMMA, OTVIMAjy 3eM/be
U TPajie ce TOCIofapuMa CBeTa. Y TOM 3aXyKTa/lIOM HaIllopy HeJaBHO ce
OpuTaHCKa IMOAMOpHMIA cyfapuia ca ¢ppaniyckom. Huje mMorma ma je
obube, jep je 1 MOpe OCTasIO IMpeBULIe TECHO. Y ToMe He 6u 610 Hu-
Jera BpeJHOT IIOMEHa, Cyflapajy ce 1 aBMOHM, 3allITO He OV IIOAMOpPHU-
Ile, Ja HUje pedeHo Jia je OpuraHcKa HocuIa 48 Hyk/leapHUX 00jeBUX
r1aBa. [la cy oHe cy4ajHO (MM HAMEpHO, KaKBa je pas/nKa) eKCIUIOAM-
pae jemaH feo cBeTa Koju 61 ce Halao y 6MM3MHM yAaxXHyo 611, IpeMa
OpMTaHCKMM M3BOPVMA, TONMMKO IUTyTOHMjYMA Jja MYy fia/be IUCambe He
6u 6o norpe6Ho. IIpoTuB Kora ¢y T IpojeKTIIN OMIN yIIepeHH, Ha
xora oHy (ocuM Ha Hac u Vpadane) Tpeba ga 6yny 6auenn? Op xora ce
BJIaCHMIIM TofMOpHUIle Opane? [la nmu ce 6puTaHCKa KYITypa TONMMKO
VICTPOIIVJIA 1a MOXKe Jla OIICTaHe CaMo Y3 OBAaKBY BPCTy ofbpaHe? Ce
Cy TO INTama Ha Koje je [ImHTep Aao ommryaH oAroBop y cBoM Hobe-
JIOBCKOM TOBOPY: TO CY MOpa/THM apTyMEeHTH, je;THY KOj/ Cy ITPeocTa-
v bputanuju 1 KHEHOM CaBE3HUIKY, jeIMHOj IPEOCTAJIO] CYTIEPCUIIMN.

[TapagokcanHo, My Koju CMO ce JeljeHMjaMa BapKaju ca Jyrocnia-
BIjOM VI BbeHVIM VUTy3MjaMa, cajia CMO IpuHyheHn ga OyieMo Ha CTpaHu
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uctuHe. JIpyror n3bopa HeMaMo, jep HaM je IMyT IpecedyeH MOPaTHOM
apryMeHTanujoM. AKO HaM TO IIOHEKaJl TEIIKO MaJHe, VIM YaK 3amajiHe-
MO y Kpu3e 360r Tora, Tpeba fa 3HaMoO Jla CKUJjambe ca IpMUBUA HUKAZA
HIje 6e300mHO. MebhyTnM, oBa Kprusa Mo)ke HaM JaTy, Ma Kako TO cajia
3By4asIo MajIo BepOBaTHO, IOACTUIIA]j fia M3aheMo 13 TyHena. Jep MHOTO
yppirhe of 371ata KojuM 60U IMpemAy3eTHUIV U JIMXBapy XTeIM fia Kylle
He60, VU Of MOpa/THMX apryMeHara Koj/Ma Cy HaToBapeHe OpUTaHCKe
HOMOpHUIle, YBpiha cy BpegHOCT peun. Peun Xaponpa IIuaTepa. U
Hoama Yomckor. U Iletepa Xanpakea. VI b. Bonrapa. Cse y npuor Cp-
61ju Koja ce, CTUIIajeM OKOTTHOCTH pa3bujeHor oI/iefjaa, Halllyla Ha CTpa-
HU MCTUHE. AKO Cy Ce MHTENEKTYaTH U eTUYKI CTOXKEPY YOBEYaHCTBA
cBu cnoxum oko Cpbuje, ako je OHa IBIXOB 3ajefHIYKI UIMEHNUTEIb, OKO
yera Tpeba ga 6prHeMo. Bajpa He 0 CHasy MOpaTHMX apryMeHara, Koju
ce cypapajy mehy cobom, unm o nponaraugucTuMa kao mro je JIuk be-
COH KOjJ je Of CBera ycIieo fa npoHabe faHcky MaHekeHKy Pu Pacmysen,
4uje ce TONMMIIABE C/IMKe Hajaase CByja Ha Mpexu, 1 [ia joj moBepu aa
Oyne penutes punma /bygcxu susoimiurocku epit. Camo ume Gpuama He
OCTaB/ba CyMbe Jia ce ofHocy Ha Cpbe 1 paToBe y KOjuMa Cy ce Halll/IN
y IPeTXOfIHOj fieleHnju. MaHeKkeHKa je oBUM (MIMOM OTBOPW/IA jeHY
ceKuujy oBoroguinmer bepnmuckor ¢uamckor decTuBana HeyBMjeHO
cyrepumryhn pa je Cpbuja soonomku Bpt, a Cpbu 1ITa Ipyro Hero >Ku-
BOTMIbE Y TOM BPTY U [la Ha BUX KOHAYHO Tpeba IpUMEHNTI KOHAYHO
peleme Koje je Beh IpuMemneHO Ha )KUBOTH e TeXHOIOIIKOM KY/ITYPOM
IIOBEZIEH)M JIO MAaCOBHOT MIye3aBama. OHa je yHeKONIMKO Oula y IpaBy
jep Cpbu 1 )XUBOTHUIbE [ieTIe UCTY CYAOVHY — IBIMA je CIPeM/bEHO JICTO
KOHAYHO pelllere — OHI MOPajy Jia HeCTaHy jja 61 O/ 3aMereHN KIIo-
HUPAHMUM, TPAHCTE€HUM, BUPTYE/THUM CBETOM JIXKIA.

Anw, aBaj, puiM Huje [0OVO HY jefHY HAarpazy, jep >KMpy Mopa ja je
IIpo3peo jfia je ped o mrarnjaty. OBaj GuIM 3aIpaBo je pervmka Gpuama
Jespejun 3uc, KmacuuHor (GammcTUYKOr GprIMa Kora je y Bpeme Xutie-
poBor ycroHa pexxupao Pajr Xapnan. Y wemy JeBpejus, kao u Cpou,
cunyje hepky mupHor cryx6eHnka, JOK My4l HBEeHOT BepeHnKa. Tume
je XuT/IepoB pexxucep nokas3ao KakBI Cy JeBpeju, Kao WTo je beconosa
MaHeKeHKa IoKa3sasa kaksu cy Cpou. Kaga cy ¢puimM nokasusamm Hauu-
CTMMa, OHU CY jour xenrhe Myunnm JeBpeje, jep M je IIOCTaJIO O Kpaja
jaCHO KaKBY Cy TO CKOTOBM ()KVMBOTVIbE), KAO IITO je VM Je/ly eBPOIICKe
jaBHOCTU jacHO KakBu cy Cp6u. My, KojuMa HUIITA HIje jaCHO, MO>KEMO
CaMo Jja MPeNo3HaMo Jia 110 IPUPOAM CTBApM MaHEKEHKa HYje HU MaJlo
OpWUIMHAJIHA U 1a BPTY adeKTUBHY CTPYKTYPY KJIACUYHOT (alIyiCTUIKOT
¢unma. Camo cy, fa ce Bracu He focere, JeBpeju 3amemern Cpouma. Toj
EBpomnn koja nmpaBu oBakBe ¢punimoBe HUje HU 10 JeBpeja HU o Cpoa,

651



HYACOMNC 3A K VXEBHOCT, JE3MK, YMETHOCT U KYJTYPY

BJIMa je 10 palm3Ma, o XeJOHM3Ma pa3apama, ClaBe JeKOHCTPYKIHje,
obo)xaBama IporacTu. A Kaja Hema JeBpeja, nobpu cy u Cp6ou.

Baspma u 360r oBOra cMoO Ha IpaBoj CTpaHy, jep n3Mehy MaHekeHKe
u IluHTepa 3amcra HUje TEMIKO M3abpaTy, OCUM HapaBHO MaHEKEHM-
Ma KOjyI Cy HaByK/I HOBO PyXO y KOMe Cy MMUC/IVIN Jila MX HUKO Hehe
npenosHaTy. Kao mro cBoje eKOHOMCKO 371aTo ynaxky y Ban Iora, xora
He pasyMejy M He BOJIe, Kao IOC/ENbY YBPCTY BPEIHOCT Y K0jOj MOTy
KPUTH CBOj HOBaIl, Tako he 61ty npuHyheHn fa cBOj KammTanl ynaxy y
Cp6ujy, jep je oBa 3em/ba IOCTajIa 3ajeHINYKN UMEHUTE/b OHMX KOje He
IO HOCE, a/IU 4Nje pedn MCKa3yjy UCTUHY. AKO MMajy HemTo 6osbe f1a
VIHBECTUPAjy, HEKO 37IaTHO TeJIe M/IY HEKM jOII jaul MOPA/IH apTyMEHT
HYK/IeapHOT THIIA, CTOOOHO HEeKa TO y4MHe, aji He KacHMje Hero IITo
nx Humra o kome rosopu IInHTep He mporyra.

Y cBakoM cny4ajy IIuHTep je BaspaHo 06aByMO 3ajarak mucua. Pa-
30110 je oryefasno u cracao cBet 3a uctuny. OcraBnhemo 6ygyhum Bpe-
MeH)Ma JIa Ta XBaje, a Mu heMo My nokoHuTy enurtad.

PexBujem 3a Xaponpa IImnrepa
Mapuju J1.

Ha cyenu uygnoe wosexa Hahy
fipeq rouM je qospuier Komag,
an’ wezose cy 04 ganexo.
Ynoze eeh cy tiogemere,

a OH He JHcenu ga enymu.

Oxo weea enymuyu HAU3yciil y4e,
a oH uma xpabpociiu ga hyiiu.
Peuuma ne nenu ga ipacka
gOoK 38YKOM He 3a2P7U THUUUMY.
Ipe tiouettixa citiasuo je tiay3y
ga ca Kpajem mozice ga ce Ciioiiu.
Xapong Iunitiep o2negano cnomu
ga ucitiuna 67ecHe U cée HAC OCIellU.

Aleksandar Petrovié

THE MAN WHO BROKE THE MIRROR
(TRUTH AND CULTURE)

Summary

The paper examines Harold Pinter’s theory of truth, while also investigating some of its
practical consequences upon the British and Serbian culture.
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“PLL HAVE TO HOOVER THAT IN THE MORNING”:
MOVING LENNY AROUND IN THE HOMECOMING

This essay examines the use of space in Harold Pinter's 1965 play,
The Homecoming, as well as the 2007-2008 New York production on
Broadway directed by Daniel Sullivan. By examining the play and this
production in terms of space, the meta-performative aspects of the play
are illustrated.

Key Words: The Homecoming, Daniel Sullivan, Harold Pinter, Raul
Esparza, Performance, performer, space, spectacle

The Homecoming (1965) is Pinter’s masterpiece, a classic of modern
drama, and one that defines him and his work. Pinter concurs, saying,
“It is the most muscular thing I've written.” For myself and many oth-
ers, this work changed our lives and our understanding of theatre. John
Lahr, for example, notes, “Before the play, I thought words were just ves-
sels of meaning; after it, I saw them as weapons . . . [he continues] the
position of a chair, the length of a pause, the choice of a gesture, I real-
ized, could convey volumes” (54). And in Daniel Sullivan’s fortieth anni-
versary production on Broadway last year, the blocking of one character,
Lenny, made me, in a particularly Pinteresque way, pause.

Director Sullivan, of course, is a well-known, award winning crafts-
man who prides himself on “old school Method” acting. During one in-
terview, he lamented current acting training which, he said, put more
“focus on circus skills than the actual business of how humans behave”
He, for example, believes the Stanislavsky method works, so there is no
need to search for newfangled methods: “the question of intentions, sub-
text, actions, etc., are universal and eternal” (qtd. in Berson). In addition
to the circus reference, Misha Berson likened him to Fred Astaire be-
cause Sullivan “can make something which has been carefully wrought,
refined and polished appear nearly effortless” The performance and
musical references, then, got me thinking about this production for a
number of reasons. First, the play and this production in particular is
riddled with performative moments, so I wondered, perhaps this show
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is Sullivan’s response to the circus-style performance he sees throughout
the United States. Second, Raul Esparza, who played Lenny, had estab-
lished himself as a musical performer, having been recently nominated
for a Tony for his portrayal of Bobby in Sondheim’s musical, Company.
This role, then, was an opportunity for Esparza to demonstrate his abili-
ties as a performer in serious drama. The reviews and his recent casting
in David Mamet’s Speed-the-Plow suggest that he can, in fact, do both
musical and serious theatre. Third, the production emphasized the mu-
sical quality of the play, specifically the jazz-like rifts of the characters,
violating harmony both thematically and structurally. lan McShane, for
instance, served as a kind of vaudevillian master of ceremonies, prompt-
ing John Lahr to praise his performance in musical terms, as well: Mc-
Shane “gets all the music he can out of Max’s scatalogical rants”--or rifts,
to use the jazz terminology. There is a distinct emphasis on performance
in this production that serves the play well. And, fourth, in a purely co-
incidental but not entirely unusual occurrence at a New York produc-
tion, Sean Connery attended the night I watched the production. In this
way, then, I watched The Homecoming, but I also experienced watch-
ing the play while Sean Connery, an actor who embodied James Bond,
watched the play.

So, the performative nature of the play was highlighted, and it be-
came clear that characters perform, watch, perform, watch. The play was
a veritable dynamo of postmodern speculation. Authors such as Laura
Mulvey and others discuss the relationship between spectacle and power,
and so, of course, in a play about power and submission, it made perfect
sense that the relationships among the characters, their roles as viewers
or objects viewed should be emphasized. From the very opening scenes,
characters perform. Lenny, most notably, tells his stories to Ruth in an
attempt to dominate her, but she counters and disrupts the balance of
power. Even a minor character like Sam has his moments. The question,
however, in the Pinter play is who really has the power, the viewer or the
object viewed? And like many questions raised by the play, the answers
are ambiguous. In this way, the spectacular structure highlights the
ambiguity Pinter attempted to construct through characterization and
theme--there are no hard and fast answer to the characters’ motivations
or the questions raised by the play. At times, for example, being-looked-
at is not presented as a position of weakness. Instead, the performer
“owns” the stage, and the energy associated with that. Nowhere is this
case more clearly presented than in Ruth’s important interruption dur-
ing the philosophical debate between Lenny and her husband, Teddy:
“Look at me,” she commands (228). She may be the object of their gaze,
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but she is certainly not without power. In other instances, being the ob-
ject of the gaze is a sign of weakness. The role of viewer is the powerful
position. When Teddy, for example, proclaims, “I will not be lost in it”
(237), he grasps at the role of viewer like a life preserver, one that offers
him detachment and power.

So, when at the end of the production Lenny remains seated, watch-
ing the tableau at not being some part of it, I was given, as I mentioned
before, pause. The stage directions in the play do not specify precisely
where Lenny should be, but he is clearly standing and watching, and in
most productions, the most famous being the 1973 film version, starring
Pinter’s former wife, Vivien Merchant, and Ian Holm, as Lenny, conclude
with Lenny watching the tableau, while the camera moves behind the
chair, so we are watching Lenny watching, and though he is not part of
the Pinteresque Pieta, he is still part of the drama, and we, as film view-
ers, are clearly in the position of spectators.

Perhaps inspired by this film version, Sullivan’s production places
Lenny in the chair he began the play in, looking very much like the illus-
tration used for the hit television series, Madmen, a man in a suit, with
an arm over the back of a chair, holding a lit cigarette, watching. Lenny
is now the ultimate spectator. Esparza himself admitted that it was very
difficult for him to remain in the chair; it did not feel right initially--he
was isolated, away from the family. Sullivan, he said, justified the posi-
tioning: with Lenny in the chair at the end, there is a certain satisfaction
to the conclusion, since he began in the same chair and the same posi-
tion. On the one hand, this interpretation would then offer the audience
something the play itself does not, a sense of closure, some kind of an-
swer, albeit a repetition of the family dynamic we have seen played out
throughout the play. Though Ruth’s arrival disrupts the family dynamic,
there is a ritualistic reassurance in the return to the original chair.

But, of course, it is not the same as the opening scene. We did not have
the experience of the play, so the position did not have the significance
it does now, following the action of the play. Lenny has removed himself
from the family’s action, but he is still very much involved through his
role of spectator. Unlike Teddy, who will not be lost in it, who operates
on, not in things, and who literally leaves the stage, Lenny is very much
a part of this family drama. He, like us, is involved, even though he is
not part of the tableau. Spectatorship, then, does not necessarily indicate
detachment. The positioning may inspire audiences to recognize their
participation in these family dramas. The positioning may also be a way
for Sullivan not only to show that the method-style of acting works, even
in a play in which intentions, motives, and outcomes are unclear, but
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it may also protect the play from the claims that these people are “not
like us,” that they are somehow inhuman. Esparza said as much during
his discussion of the play. He noted that Americans, in spite of the forty
years of changes in American family dynamics, will not accept the truth
about family; they believe the veneer, and when a play challenges those
assumptions, American audiences become uncomfortable. By position-
ing Lenny as audience to the family drama, we are reminded that we are
just like him, watching, but from our perspective, what we see is not just
the family tableau, but a dominant male surveying the family situation.
As Esparza admitted, he kept trying to humanize Lenny, soften him,
but Sullivan reminded him, “There is no positive spin on this! You want
to dominate her and destroy her!” (qtd. in Kachka). But the final scene
does not provide a definitive answer. Lenny’s position may undercut
Ruth’s power over the other men in the family, but we are left watching
watchers, a voyeur’s paradise. The next step, the next power play appears
to favor Ruth who has overcome the patriarchal structure of the family.
The final scene in this production, then, becomes a lesson in watching
theatre. Interpretations, stage placement, and productions change; every
night is a new rift on the theme, so we audiences must watch, wait, look
for more, enjoy the show, and begin our search for meaning anew, a real
alternative to the entertainments and culture of today’s news and me-
dia which promises answer quickly and efficiently. This theatre demands
patience and careful viewing, and even a few glances in the direction of
Sean Connery, and thankfully there are playwrights like Pinter who con-
tinue to challenge, directors and actors who continue to risk, and audi-
ences who are willing to be challenged, changed, and entertained.
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»MOPARY TO A YCUCAM YJYTPY*:
ITPEMEUITAILE IEHUJA Y ITIPOCTOPY
Y IPAMWU IIOBPATAK

Pesume

Y papy ce pasmarpa kopumhemwe mpoctopa y apamu Ilospaitiax, Xaponpga IInHTepa us
1965, xao 1 WwyjopllKa MpoAyKLuja ucte y nepuony ox 2007. no 2008. Ha bpoxsejy, y pexuju
Jannjena Canusana. IIpoydyaBameM oBe JipaMe U HeHe IMPOAYKIMje Y KOHTEKCTY IPOCTOpa
JIyCTPOBAHU Cy MeTa-Tep(OpMaTUBHMU aCIEKTY IIOMEHYTe ApaMe.
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SYMBOLISM OF CELEBRATION IN
PINTER’S BIRTHDAY PARTY, PARTY TIME,
COUNTERBLAST AND CELEBRATION?

The paper brings together Harold Pinter’s ‘celebration’ plays The
Birthday Party, Party Time, and Celebration, and his political activism
directed against the mock celebratory actions by NATO military alliance
dramatized in his TV documentary Counterblast and expressed in his
numerous speeches and addresses.

Key words: Pinter, celebration, mock ritual, bombing, crime

In several of his plays Pinter introduces variations of the theme of cel-
ebration highlighting the significance of its double meaning for the cel-
ebrators, malignant wielders of power, and their victims. Celebrations
in Pinter’s plays are never what they seem to be, they are charged with
irony and cynicism, and are among Pinter’s central political metaphors.
Apart from exploring the plays in question, the paper will focus on the
celebration in the documentary Counterblast, made during the 1999
NATO bombing of Yugoslavia, timed to be a birthday present for the
50th anniversary of this military alliance. In this documentary, situations
from Pinter’s The Birthday Party seem to have come true. The play’s pro-
tagonist Stanley has the double meaning of a scapegoat: he is a perse-
cuted rebel against the imposed division between the Necessary and the
Possible who has tried to escape persecution, but also a professional and
human failure with a guilty conscience. The cynicism of the punishment
is that Stanley is ultimately forced to accept his ’birthday celebration, the
initiation into a ‘new life; after he has been completely broken by inter-
rogation and possible torture. Similarly, in the later Party Time there is
only one person, Jimmy, who disrupts the consensus - harmony of the
‘cast iron’ peace in the country, and who is consequently eliminated.

1 Paper delivered at the Conference Artist and Citizen: 50 years of Performing Pinter, 12-15
April 2007, Workshop Theatre, School of English, Leeds.
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In his Counterblast Harold Pinter stood in front of the NATO sym-
bol, reminding his audience that this organization is celebrating its 50t
birthday. This time Pinter presented a whole nation as a scapegoat. Dur-
ing the 1996 political protests NATO countries glorified the people of
Belgrade and Serbia but just on that one occasion, to be after that sys-
tematically recast into the European monster. In the 1999 war it was ul-
timately the people who received punishment for their leaders’ refusal to
accept NATO’s peaceful occupation of the country.

Developments since 1999 have been the extension of the Pinteresque
situation: the rebel country has been broken and tamed, made to accept
NATO's justice and offered membership as a special gift. In the 2000
play Celebration, Pinter seems to show what comes after the desolation
called peace, to paraphrase Tacitus’ description of Pax Romana: strategic
consulting without guns, keeping peace worldwide by insensitive and
implicitly dangerous celebrators. Harold Pinter’s plays thus sometimes
anticipate life as does The Birthday Party with the ominous atmosphere
surrounding the supposed “birthday celebration” The dramatized vic-
timization presented in the TV documentary Counterblast resembles the
victimization shown in the early play.

The very origin of the words “birthday” and “celebration” indicate
life-enhancing festivity, while their cynical versions stress cruelty and
death. The word celebration derived from the Latin celebrere means ‘to
go in great numbers, to commemorate an anniversary or holiday with
festivity, to perform a religious ceremony’ (Webster, 1977:290). The
earliest ritual, informs James Frazer, was an art, the sympathetic magic
aimed at preserving life, not destroying it (Frazer, 1993:11-48). Stanley’s
treatment by Goldberg and MacCann resembles distorted initiatory rites
which Frazer described as the ritual of death and resurrection, which
young boys underwent in puberty. It consisted of pretence of killing the
young man and bringing him to life again, sometimes by throwing him
into a death-like trance (Frazer: 691-701).

Rites, wrote Joseph Campbell, served ‘to translate the individual’s
life-crises and life-deeds into classic, impersonal forms. All members of
a society participated in the ceremonial, the whole society thus becom-
ing visible to itself as an imperishable living unit. (Campbell, 1975:324)
Today, however, when the social unit is not a carrier of religious content,
but an economic-political organization, ritual, morality and art are in
tull decay, according to this author. (Frazer: 328)

The mock ritualistic tone of The Birthday Party is signaled by sup-
posedly primal manifestations of the protagonist Stanley who is seen
at the end of Act One frenziedly beating his drum, and in the end of
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Act Two following his instincts by attacking the female, Lulu. However,
at the end of Act Three Stanley is shown silenced and inarticulate after
the treatment carried out by the two persecutors. According to Gold-
berg’s comment, “The birthday celebration was too much for him.
(Pinter,1976:81)

Harold Pinter’s Counterblast showed rudiments of a similar ritual
to be performed on the country Yugoslavia, subsequently — Serbia, one
of many such cases in recent wars. Dumb executioners and eloquent
spokesmen conduct stick-and-carrot procedure analogous to Goldberg’s
and MacCann’, in which the hero-victim is both wooed and threatened.
In the language of The Birthday Party, and in the name of principles
and values, the people is offered ‘a new pair of glasses’ in order to ‘see
straight’, after being ‘cockeyed for years’. It is promised/threatened with
‘a long convalescence’ ‘somewhere over the rainbow’, ‘where angels fear
to thread’, (92) to be ‘reoriented, ‘adjusted, ‘integrated’ and to become
executioner’s ‘pride and joy’, ‘a success’ in the world. (93-4) Having no
more real tongue of its own, it mumbles and mutters its consents or dis-
sents like Stanley in the last act.

In Counterblast Pinter warned of the alarming language of propa-
ganda used to justify the actions of April and May 1999 in Yugoslavia that
mostly affected civilians not the military, going against the UN Charter
and the Geneva Convention. In the night between April 22 and 23, for
instance, the building of the Radio-Television of Serbia in Belgrade, lo-
cated in the very city centre was bombed and sixteen people killed. There
was no excuse as everybody knew there would be people working there,
while the NATO spokesman had even given assurance to the president
of the international association of journalists they would not bomb the
TV building. The real reason was that this TV station broadcast some
unpleasant truths about the entire NATO action.

Before that on April 15" NATO bombed Albanian refugees in Kos-
ovo. Pinter warned against the use of refugees to mobilize public opinion
for the ground intervention, and of the acquiescence of many western
journalists whose task was to report not to help NATO. “We are being
manipulated that this is a new holocaust’, said Pinter in the documen-
tary. Against the NATO leaders’ claims that they had the right to inter-
vene, Harold Pinter claimed that to have a right you must have a moral
authority, while he saw the only moral authority of NATO in power and
arms.

Pinter’s documentary showed the pictures of Belgrade being bombed
at night, including the night of Easter. Incidentally, Belgrade has already
undergone severe Easter bombings twice before (out of altogether five

751



HYACOMNC 3A K VXEBHOCT, JE3MK, YMETHOCT U KYJTYPY

176

bombings in the 20 century): In 1941 German Luftwaffe bombed the
city on April 6 (Palm Sunday) without a declaration of war, continuing
bombing until April 10 - 17.500 civilians were killed. One of the targets
hit was the National Library whose 300.000 books and many precious
medieval manuscripts perished. On Easter 1944 (April 16 and 17, and
several more times during 1944), Anglo-American forces carpet bombed
Belgrade, killing 1,160 civilians and 18 German military personnel.

In the 1999 NATO bombing, among the first targets to be hit and
destroyed were the three huge Danube bridges in Novi Sad together with
the city’s other public facilities, including oil refineries, and residential
areas, that would subsequently leave the country polluted and 300.000
people jobless throughout Yugoslavia. There was no logic that could jus-
tify these actions including deliberate targeting of civilians: the Northern
Province was not a military route and did not contain army command
and control structures. Moreover it prided itself on being ruled by the
local ‘democratic opposition, which claimed to be against the regime’ in
Belgrade, but was obviously not any dearer to NATO.

NATO was then actually marking the way for the future regime
change, further break — up of Serbia and transition into capitalism: all
the industrial infrastructure was destroyed and then sold to foreign
corporations for a pittance. Novi Sad has since developed the strong-
est pro-NATO and pro-western opposition demanding the secession of
Vojvodina. Similar eagerness to please will be manifested in Belgrade
by burning and looting the Parliament and the TV building during the
October 2000 ‘revolution”, attempted lynching of the Director of Radio-
Television as the culprit for the deaths of 16 journalists in April 1999
(later sentenced to ten years of imprisonment, but no NATO leader
has been charged), followed by the arrest of the former President and
his transportation to the Hague. No NATO leader was charged for any
crime. Thus the true aim of the NATO intervention became clearer: to
refashion Serbia into one more client and a willing accomplice in future
NATO interventions.

In Counterblast Pinter asserted that the war was not justified from
the humanitarian point of view — Kosovo was made a waste land, ethni-
cally cleansed from the Serbs and other minorities, as had formerly been
the democratic Slovenia and Croatia. Several communities are still liv-
ing in Serbia, economically and ecologically devastated, with hundreds
of thousands of refugees, high rate of unemployment and a high degree
of anxiety about the future especially among the young: the final tragic
consequence of the break-up of Yugoslavia.
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Harold Pinter concluded his Counterblast with the claim that the
war was fought to recover the NATO credibility on its 50" birthday, and
that it used a lot of rhetoric to avoid humiliation, for it had no credibility
beyond sheer power of bullying, and by no definition could this war be
called a just war.?

In the speech given on 251 June 1999 to the Confederation of Ana-
Iytical Psychologists, Harold Pinter called the NATO action in Serbia
‘another blatant and brutal assertion of US power.” He also stressed that
‘The bombing was not only an action taken in defiance of internation-
al law and in contempt of the United Nations, it was also totally un-
necessary.” It was not true that the Rambouillet negotiations had been
exhausted. The Serbs had agreed to grant Kosovo a large measure of
autonomy, but not occupation of Serbia by NATO as the international
peacekeeping force (Batty, 2005: 148). It was as if the objectives of US
and NATO countries were set in advance, and the victim was only to be
forced into compliance as Stanley was. Kosovo is being made a NATO
colony with formal independence, as to a large extent is Serbia.

There were just as many ‘moral’ and ‘humanitarian’ reasons to in-
tervene, for example, in Turkey. “The Turkish government’, claimed
Pinter,” had been waging a relentless war against the Kurdish people
since 1984’, claiming 30,000 lives. NATO’s bombings of civilians in
Serbia were not accidents but deliberate attempt to terrorize the popula-
tion (Batty:149). NATO’s McCann declared they would systematically
and progressively attack, disorganize, ruin, devastate and finally destroy
Milosevic’s forces. “Milosevic’s forces, as we now know*, suggested
Harold Pinter, and included television stations, schools, hospitals, thea-
tres, old people’s homes.” Since the Geneva Convention states that no
civilian can be targeted unless taking a direct part in the hostilities, these
civilian deaths were acts of murder (Batty:150). Explosives dropped on
Serbia caused substantial damage to irreplaceable treasures of Byzan-
tine religious art, precious mosaics and frescoes. Why cluster bombs to
kill civilians, why depleted uranium to poison air, earth and water for
many years to come? The accusation of a NATO country prime minister
that Milosevic had devastated his own country is analogous to Goldberg
and McCann’s accusations of Stanley that he had brought his own de-
struction upon himself (Prentice, 2000:25).

What followed after the war was the type of peace-keeping in Kos-
ovo that was imposed and continues in Bosnia: an enormous machinery
of civil and military personnel with earnings sometimes exceeding 50
times that of local people: in effect much of the so called international

2 Counterblast, BBC Community Programme Unit, 1999.
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aid goes to keeping the peace-keepers, the Lamberts and Matts, who live
and behave in accordance with their real status: masters to the slaves
whom they now have to protect from each other. Michael Billington ac-
curately described Harold Pinter’s Celebration as ‘very much a play for
today’. The diners represent the vulgar materialism that breeds moral
vacancy, direct product of Thatcher’s Britain of 1980s, which Pinter had
dramatized before in his Party Time (Pinter, 1991). In both plays the
male fascistic instinct is expressed through sexual cruelty and violence.
And in both the sexual bullying is equated with the men’s professions of
high state officials and arms dealing in politically correct jargon called
‘strategic consulting’ (Billington,2001:282).

Now it is the 8t anniversary of the NATO bombing of Serbia: it
lasted for 78 days from 24th March to June 10. My friends and | who
had stayed in Belgrade during the bombardment (some of us partici-
pants of all former anti-war and anti-chauvinistic protests) remember
with gratitude what Harold Pinter’s voice of protest and support had
meant to us. | had known and appreciated Pinter before as an artist: In
1996 I had finished my doctoral dissertation on his and Edward Albee’s
plays. For your invaluable contribution to the art of drama, as well as
your intellectual honesty and courage THANK YOU HAROLD PIN-
TER once again.

In his essay on Hamlet Harold Bloom said that the world must be
true to Shakespeare if it is to survive. (Bloom,1998:431). I would like to
paraphrase this by saying that the world must me true to Harold Pinter
if it is to survive.

What has become of the rituals and celebrations as performed by
the leaders of the Great Powers replicated in numerous instances of their
allies and enemies is described by Joseph Campbell as quite contrary to
their former religious significance, a mock-heroic but dangerous trav-
esty:

The national idea, with the flag as totem, is today an aggrandizer of the
nursery ego, not the annihilator of an infantile situation.

Its parody-rituals of the parade ground serve the ends of ... the tyrant

dragon, not the God in whom self-interest is annihilate.

And the numerous saints of this anticult - namely the patriots whose ubiq-

uitous photographs, draped with flags, serve as official icons - are precisely

the local threshold guardians (...) whom it is the first problem of the hero

to surpass.(Campbell: 328).

This tremendous cultural shift has been compellingly illustrated in
Harold Pinter’s plays, and especially in Counterblast’s account of NATO’s
50t birthday celebration.
178
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Pagmuna Hactuh

CVIMBOJIMKA ITPOCJTABE Y IINMHTEPOBVIM JPAMAMA
POBEHJIAH, BPEME 3ABABE, IIPOCJIABAN'Y
JOKYMEHTAPILY IIPOTUBYJAP

Pesnme

Y Hekonuko cBojux pApama Ilunrep yBOAM BapujalMje Ha TeMy IPOCIAaBe U HEHOT
IBOCTPYKOT 3Hauela 3a OpPraHNM3aTope MpoC/iaBa, MaaMrHe MOhHMKe, M HUXOBE >KpTBE. Y
ITnaTepoBMM paMama POC/IaBe HMKAJJA HUCY OHO IUTO Ha IIPBY MOITIEN, U3ITIENAjY, 3a0[jeHy Te
cy upoHujoM u umHm3MoM. IIpocnmaBa je IeHTpalHa NOMUTHYKAa MeTadopa y MHOTUM
[TunrepoBum fpamama. OCUM IITO MCTPaKyje HOBE MPUCTYTIE IPEAMETHMM JIpaMaMa, paj ce
moce6HO GOKycHupa Ha IIPOCIABy Y Majo HO3HATOM JOKyMeHTapuy IIpoiiusygap, ypabenom
tokom HATO 6ombaproBatsa Jyrocmasuje 1999. roanue, cpadyHaror na 6yne pohengaHckn
TIOK/IOH MOBOJIOM IIefleCeTOTO/IUIIbIIe OBe BOjHe anujaHce. OBaj MOKyMeHTapall CaulibeH je
y Haj60/b0j TPAIMILIMjJ €HITIECKOT JOKYMEHTApHOT GuiIMa, a CafipXu 1 eneMenTe [InHTEpOBOT
TPaMCKOT je3nKa.
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PINTER AND POLITICS

Pinter's political interests have taken many forms, but none more
important than his call to resistance.

Key words: Pinter, politics, human rights, imperialism, torture

The search for “politics” in Pinter’s plays dating from the 1950s through
the early 1980s proves elusive.!! In their claustrophobic environments
(The Room, The Birthday Party, The Caretaker, The Dumbwaiter, The
Homecoming, No Man’s Land, and others), an almost uncanny tension
permeates the stage. We witness almost continual struggles for power,
but in them no one would claim that Pinter dramatizes larger geopo-
litical forces or the resistance of the underclass. Gender, the erotic, and
sexual jealousy—frequently subtle, sometimes overt — play an impor-
tant role in these and other plays (Night, The Lover, Old Times, Betrayal),
leading some critics to see the regressive politics of misogyny at work.
This seems unlikely, given how effete, impotent, and cruel Pinter’s male
world often is.

Time and again a mysterious, disturbing, and potentially violent
visitor enters from the outside. Scholars like Martin Esslin and Michael
Billington glimpse in these visitations an image of authoritarian forces
at work; the subjugation of Stanley in The Birthday Party, for example,
supports this interpretation. However, most of the plays focus on how
the outsider exploits tensions already present, shaking up and re-aligning
domestic power; we do not see a microcosm of some wider political
struggle.

Language is carefully wrought in Pinter, as characters speak less to
communicate than to insinuate, intimidate, prevaricate, or confuse, but
their targets are local. The pauses and silences that characterize Pinter’s
dialogue suggest psychological, rather than political, manipulation.
Indeed, each character puts forth a different (even self-contradictory)

1 For Pinter’s plays, see his Collected Works (4 volumes), 1st Evergreen ed. (New York: Grove
Weidenfeld, 1990) and Plays Four, 2nd expanded ed. (London: Faber and Faber, 2005).
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version of what happened before, revealing the past as unstable and
memoryasunreliable. Ifhistoryis mere assertion, a matter of convenience,
an idiosyncratic story based on the vagaries of personal memory, then
there is no reliable check on the past. However, if the theater is to do
the political work of telling the truth, exposing hypocrisy, and breaking
through propaganda, then it depends on history having determinant
facts and at least some objective truths. For this reason alone, the plays
that made Pinter a household name offer little firm ground for political
insight or protest.

Beginning in the early 1980s, however, Pinter wrote some overtly
political plays, including Mountain Language, One for the Road, Party
Time, and others. Many critics find these inferior to Pinter’s earlier
work, accusing him of abandoning psychological and erotic menace
for political heavy-handedness. Whether or not one agrees with these
judgments, Pinter’s political plays never lose the bitter and sardonic wit
that characterizes his earlier drama. They remain deeply involved in the
game of language, unmasking doublespeak and indirection as a favorite
mode of manipulation and control.

Stanford Summer Theater (a professional theater I started in 1996)
presented a Pinter Festival in the summer of 2004, only a few months
before Pinter won the Nobel Prize for Literature. We staged productions
of The Lover, Night, The Collection, and The Applicant (an early sketch
about a job interview that turns into physical torture). Our film series
featured Pinter screenplays, and we presented a daylong symposium
during which we performed his short political plays, Press Conference
and The New World Order.? In the former, a new Secretary of Culture
(formerly head of Secret Police) jokes and wisecracks about violations of
human rights, managing to make great things look small and irrelevant.
His ease and comfort in the role of professional liar has its obvious
counterparts in the real world, but Pinter exposes the delight in the
game of hiding hypocrisy, something politicians work hard to keep from
showing.

In The New World Order (1991), two men torture a third, hooded
and bound to a chair. They repeat the mantra “It’s just the beginning, it
hasn't even started,” to terrifying effect. Given where we have come in 20
years (the “war” on terror, extraordinary rendition, officially sanctioned
torture, Guantanamo), this short piece seems like evil prophecy. However,
the play focuses on the interaction between the torturers and their
worries about how their actions might be understood. Eventually they

2 Press Conference (London : Faber and Faber, 2002); The New World Order (in Plays 4, above
note 1).
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convince themselves that what they are doing is “keeping the world clean
for democracy, and they return to their job with a new dedication and
energy. Here the ideology of the Minister of Culture in Press Conference—
what WE do is good, noble, necessary, and praiseworthy—lodges in the
minds of those who do the dirty work of torture, a recognition of the way
that the public deception of political leaders plays out on the individual
cogs in the machine.

Pinter explored this “trickle down” effect in his 2005 Nobel Prize
acceptance speech, entitled “Art, Truth & Politics” (delivered via video
tape from his wheel chair): “Language [among US politicians and
apologists] is actually employed to keep thought at bay. The words ‘the
American people’ provide a truly voluptuous cushion of reassurance.
You don’t have to think. Just lie back on the cushion. The cushion may
be suffocating your intelligence and your critical faculties but it’s very
comfortable”® We might consider Pinter’s observation in light of the
recent political performance piece by Jane Comfort Dance Company,
“American Rendition,” where political abduction and torture merge with
television “reality shows.” In Comfort’s piece, competition, humiliation,
and public display in the mass media are reflected in the (more or less)
hidden acts of political subjugation, torture, and murder. We Americans
sit back on the sofa, the comfortable cushion that tells us the world
is ours (and rightfully so), and we watch, assured that as part of “the
American people” we can do what we like, because it is noble, good, and
intrinsically worthwhile. And we can always change the channel.

In his acceptance speech Pinter also distinguished between his sense
as a writer that “a thing is not necessarily either true or false; it can be
both” and his need as a citizen to know “What is true? What is false?”
Among artists who have spoken out in recent years, few have been so
forceful and effective as Pinter in throwing the question “What is true?”
back in the face of the “leaders” who have led the US (and its clients,
including the UK) into wars of aggression in Iraq, Afghanistan, and the
former Yugoslavia, as well as proxy wars fought by Israel in Lebanon
and the Occupied Territories. And unlike many critics of the current
Iraq War, Pinter viewed this conflict not as an aberration, but as a
continuation of American imperialism with the gloves off (given the end
of the Cold War). On Turkish repression of the Kurds, on the overthrow
of the Allende regime in Chile, on Western support for apartheid South
Africa (often forgotten these day), on the illegal US embargo and ongoing
acts of terrorism against Cuba, on the US overthrowing democracies

3 Art, Truth & Politics”, Nobel Prize for Literature acceptance speech delivered Wednesday
Dec. 7, 2005 (http://nobelprize.org/literature/laureates/2005/pinter-lecture-e.html)
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and funding military dictatorships in Central and Latin America,
and on a variety of related issues, Pinter has proven an eloquent and
resolute champion of truth-telling in the face of public lies and political
propaganda.

In his speech against the Iraq War delivered before the House of
Commons in 2003, Pinter not only told the truth but also called us to
action: “The stink of hypocrisy is suffocating. This is in reality a simple
tale of invasion of sovereign territory, military occupation and control
of oil. We have a clear obligation, which is to resist”* His death on
December 24, 2008 is a great loss, not only to those of us who love the
theater, but also to those of us who struggle for the good things of the
world—fairness, equality, freedom, solidarity—and who recognize in
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Rush Rehm
IIMHTEP U ITIOJINTUKA

Pesnme

[InHTepOBa MHTEpECOBalba 3a MONMMTIYKA NTakba MCIIO/baBasia Cy Ce y PasmMIMTIM acIeK-
THUMa, Of] KOjUX je CBaKaKO Haj3Ha4ajHMjM OHaj KOj! Ce OJJHOCK Ha IberoB IT03MB Ha OTIOP.

4 Speech before House of Commons, delivered Tuesday 21% January, 2003 (www.haroldpinter.
org/politics/lobby of parliament.html)
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VIK 821.111.09-2 IIunTep X.

Tomucnas IlaBnosuh

Dunonowko-ymeilinuukuy paxynitieii, Kpazyjesay,

IIMHTEPOB IIOETCKI TEATAP

Llwsp oBor pama je 6MO fa ce mpe OCBET/IN IIOETCKM KBATUTET
ITnuTepoBoOr mpamckor omyca. JImpcka pacronokema HUCY OCTaB/ba-
na IIMHTepa HU U y KaCHUjUM TOIMHAMA KaJi Cy BMIIE HETO YCHENIHO
IpeToYeHa y ApaMcKe perke. [IMHTepOB NeCHUYKN MHCTPYMEHTAPH])
KapakTepuiury MohHe moercke Metadope M CIUKe 4uja ce apTUKyIIa-
LMja OCTBapyje KaKo TPaAMLMOHATHUM U TaKO I MOJEPHMUM CTUICKUM
cpefcTBIMA KOja €y decto y cepn Heusperusor. Iloesuja [TnntepoBor
TeaTpa IoYMBa Ha Hacnehy MMakusMa 1 HafpeanusMa alu M Ha TeKO-
BJHAMa I10e3Mje TeaTpa alcypfia Ynju je rmaBHYU npoTaroHuct Camjyen
Beket. Vako HepaBHOMepHO pacrniopeheHa y kopmycy IInHTepoBux fpa-
Ma, OHa 3Ha4ajHO JOIPUHOCHK HheroBOj CBEYKYIIHOj YMETHIYKO] CHA3M.

Kipyune peun: noercka aBaHrapya, eCHUIITBO ITO30PHMILE, IPAM-
CKIU je3VIK, IMPCKM NeYaT, II0eTcKa MeTadopa, Heje3ndka CpefiCTBa, IIOfi-
TEeKCT, pUTaM, UMaXI3aM, HaJipeann3aM.

Hosopuwiiie je ugeanan mequjym 3a
fioe3ujy.

Tomac Crepuc Emnot

[Toesnja je, ka0 WITO je NMO3HATO, OOENMEXKNMIA MTOYETAK CIMCATE/bCKOT
paga Xaponga IImuTtepa (Harold Pinter). [Jpamcko cTBapamamrso y
KojeM je IImHTep mak JoCcTUrao CBOjeé YMETHMYKE BPXYHIIE Ha CIELM-
(duYaH HauYMH CBEJOYM JIa HeTOB IIECHNYKI Jlap He [T03Haje TPaHMIIe U3-
Mmeby kmipkeBHUX popoBa. [IpoyuaBaoiy IInHTepoBor mema y HoBUje
BpeMe 4eCTO MCTUYY KBajJMTeTe HeroBe rnoesuje, Koja je gyro 6mia y
CEHIIM IPAaMCKOT CTBAapaallTBa, ¥ y 1b0j IPOHaIa3e MOTUBE M PUTMOBE
KOjU Cy ce IIpeHeM y ApaMe 0OOraTUBIIY HUXOB KOMTOPUT HOETCKUM
HjaHcamMa. Mu hemo, Mehy M, maxxmwy ycpeacpennTyt MCK/by4nBO Ha
noesujy npucyTHy y IluHrepoBum gpamama, OHYy Ioe3njy Koja Jo Hac
Jomnype ca IO30pHULIE.

bpojun cy ppamcky nmcum 4mja fena Kpacu IOeTcKy opeon. bep-
Hapy lllo (Bernard Shaw) je perumo mpornamraBaH IIeCHMKOM II030-
pHuIle 300T CKOPO My3M4Ke OpKecTpanuje cBojux aujanora. Llon Mu-
muurroH CuHr (John Millington Synge) u Illor O’Kejcu (Sean O’Casey)
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Y>KMBaJIM Cy OBaj CTaTyc 300r TMIIMYHO MPCKOr ocehama 3a puram u
CTIMKOBUTOCTH CBOT jesuKa, a Tenecu Bummjamc (Tennessee Williams)
360r HarmameHor cuM6onusma. Kop oBux apaMckux nucana, Mehyrum,
Toesuja ce jaB/bajia Kao HeKa BPCTa y3TPefHOr edeKTa IPOMU3NIIIIOT 13
BUTA/IHOCTY IHUXOBOT APAMCKOT je3VKa U CIelu(UYIHOCTI y HAYNHY
obpajie TemMa u nzeja.

3a pasnmKy ofi BbuX, noesuja y Ilnnreposom feny msBupe us cu-
Tyaluja Koje OCTajy HeyXBaT/bMBe 3a eKCIUIMKAIVjy IIyTeM yobudaje-
HIIX 3Ha4eHha peuyl 1 MOTYhHOCTH je3MKa Jja Ta 3Hauera TPaHCIeHANpa.
CxopHo ToMe, [IMHTEpOB [paMCKO-TIOETCKY M3pa3 MpeficTaB/ba MOhHO
CPEICTBO KOjUM Ce JOoceXe 00/IacT ancypaa Kao 1M JPyruxX MUCTEpPUO-
3HMX cdepa Ayxa Koje obenexxaBajy /byACKY ersuCTeHIujy. AKo je cy-
IVUTY IO TIOMEHYTUM CBOjCTBMMA IIECHMYKOT je3ukKa [InmHTepoBux npa-
Ma, OH je 6/1M3aK OHOM Kpuy (ppaHITyCKOT aBaHTapJHOT TeaTpa Koju je
IIO3HAT II0J] IMEHOM ,,II0eTCKa aBaHrappia“. Iberosu npepcraBHULU Cy
Mumen e Tennepone (Michel de Ghelderode), Kax Opub6eptu (Jacques
Audiberti), Kop>x Hese (Georges Neveux), a n3 mnahe renepanuje Ty
cy Kopx Illeape (Georges Shehade), Aupu Ilmmer (Henri Pichette),
JKan Borje (Jean Vauthier) u gpyrn.

OBa cTpyja Tearpa ancyppa ce y CBOjUM OCHOBHMM TeHJieHIijaMa
IIOK/IaIia ca OHOM Kojy nipenBope Exxen Jonecko n JKan JKene. O6a xpu-
JTla 3aHeMapyjy KIacu4yHa IpaBuIa JPaMCKOT CTpyKTyupama. OHO mTO
VX pasjiBaja je 3aIlpaBoO pas/uKa y arMocdepyu Koja Blajia y JpaMCcKUM
menuMa. JIpame Koje moTudy us3 nepa NnpumajHuKa ,IOeTCKe aBaHIap-
e cy apaMe ca Mambe KeCTIHe, OffHOCHO Mabe IIapofje 1 TpoTecke. Y
HBIIMa IpeoBal)yjy MMpcKky TOHOBM U CBECHO Ce TeXU FOBOPY KOjI je y
OUTY TTOETCKM M 4uja ce 6oraTa aconMjaTMBHOCT TPAHCIIOHYje y MOeT-
cke cuke.!

Takobe je mosHaro fja pafuKamHa cTpyja TeaTpa ancyppa Texu jef-
HOj pyT0j BPCTH IT0€31je IO30PpHNILIE KOja y CYLITUHN HMje 1oe3uja je-
3MKa. Jako jou yBek jejaH off Hocehnx eeMeHaTa ApaMcKe CTPYKType,
j€3UK Ce Kao M3BOp I0e3Mje IOTHUCKYje Y IPYTU IUIaH a KBAIUTET IOEeT-
CKOT Ce ITOCTIDKE 00jeKTUBU3AINjOM CLIEHCKe CIMKe Kao TaKBe.

[InHTEp, UCTAKIN CMO, HMje OMO CKJIOH TaKO3BAHUM ,aHTUJIATE-
papHUM“ TeHEHIMjaMa aBaHTapPAHOT TeaTpa Koje je3UK Jierpagnpajy o
Te Mepe Jja ce OH IIpeTBapa y COICTBeHy Heranujy. OH je 6mo y6ehen
Jla Cy cuTyanuje, Koje IpeBasuiase MOryhHOCTY je3uKa Jla VX MCKaXKe,
IIpaBa M3BOPUILTA II0€3Mje, a/lli U Y TO Jla pe4M UIIAK MOPajy 3ap>KaTu
CBOjy Y/IOTY y OO/IMKOBaY PaMCKOT ITOETCKOT McKa3a. TakaB cTaB ra je

1 O ,moerckoj aBaHrapau“ Busietu fape y: Martin Esslin, The Theatre of the Absurd, Penguin
Books Ltd, Harmondsworth Middlesex, England, 1982, 25.
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y ocHOBU npubmkmo nonasuimruma Tomaca Enmora (Thomas Stearns
Eliot) xoju je TBpAMO Aa: ,aKo ce, ... CAMO JIe0 3Hauerha MOXKe V3PasUTH
nmapagpasoM, To 6¥Ba 3aTO IITO je IeCHUK 3a0KYIUbEH IPaHUIIaMa CBe-
CTHU 132 KOjUX Cy peun HeMohHe, Majja 3Haueba joI yBeK mocToje.

Kao mro snamo, [InHTepOBM NMKOBM JKMBE YIIPaBO Ha IOMEHYTUM
~IpaHuIaMa‘“ Kajia ce y camohu cyouaBajy ca KpyLyujaJHIUM IpobaeMu-
Ma cBoje ersucteHnyuje. He majyhm Hukaksa pener-a HUTY HaroBelITa-
Bajyhu n3ma3 n3 oBakBuUX cutyanuja, [IMHTep KX je yIMHUO MMUCTEpU-
O3HVM ¥ OTBOpeHMM 1ITO he pehu ynpaBo norogHmum 3a noeTcky obpa-
ny. ITo Tome oH je nucary cacBuM gpyrauuju of Illoa, Cunra u O’Kejcuja
a 11 of] CBOjuxX caBpeMeHuKa oyt O36opHa, ApaeHa u Beckepa koju cy
ce IHTepeCcoBa/IM 3a IMpe JPYLITBeHe IpobieMe, NONMUTHUKY, UCTOPU)Y
1 ToMe cn4Ho. VI bpexToBo eificxo #io30puwuiiie ca CBOjUM yCMepPEmheM
Ka [IPYIITBEHMM 30MBamUMa pas3BMjalio ce Y MpaBIy CYIPOTHOM Of
OHOT y KojeM ce Kperano IImHrepoBo cTBapamamrso. JIHTepecoBame
3a YHYTpallbJ )KMBOT YOBEKOB, 32 €r3MICTEHINjY Y IPaBOM CMUCITY T€
peun yunHwio je ITunTepa 6muckum bekeTy a mpupopa KpeaTMBHOT
IIOCTYIKa 0 KojeM he jomr 6utu peun fana je [ImaTepoBoM kao u beke-
TOBOM TeaTpy IIpe CBEra IUPcKu tevai.

Y pasmarpamy 4yak u oBor acnekra [ImHTepoBe mpamarypruje He
Moxe ce 3a00uhy wen gyanmnsam. C jefHe cTpaHe NPUCYTaH je pean-
3aM, 4aK HaTypa/iusaM y Npe3eHTHpalby I0jeJMHNUX leTasba a ca Jpyre
41cTO moeTcko ocehame (aHTasmje n HecTBapHa aTMOcdepa CHa Koja
VI3I/Iefla HeCIIOjiBa ca TIOMEeHY TUM peanu3MoM. TajHa oBe Heobu4He ¢y-
3uje nexxu y [InHTepoBOj CIOCOOHOCTM 1a CYMOPHU MaTtepujan CBaKo-
IHeBuIle TpaHChOpPMUIe Y 3BYYHY U PUTMUYKY epeKTHY LenmHy. Kao
IpUMep HaBOAMMO ofiioMak u3 gpame Ilawitymuu, xoju canpxu JleHoBy
gujatiipuby yriepeHy IpOTUB HeroBuX npujaTeba [Inta n Mapka:

»JIEH: ... To je mpoxneru 6e306pasnyx. ... [InT jexe cysmiue cupa, o mwera
MY je 3710, oH he ra ypHucary, anm To HeMa Bese, UIIaK CTe 000juIa y uc-
TOM COCY, jefieTe MU caB KeKC, a/ll TO HeMa Be3e, UIaK cTe 00ojuia y uc-
TOM COCY, UIIaK CTOjUTe 3ajefHO n3a 3aBeca. OH Mucin fa cu 6ygana, [Int
MMCHN Jia cv Oy/iaa, almm To HeMa Bese, MITaK 000j1Ija CTOjUTe 133 MOjUX
3aBeca, IoMepaTe Moje 3aBece Y Mojoj cobm. >

2 Tomas S. Eliot, ,Muzika poezije®, u: Izabrani tekstovi, Prosveta, Beograd, 1963. 179.

3 Harold Pinter, The Dwarfs, in: Plays Two, Faber and Faber, London, 1996, 100. (moj prevod)
»Len: ... Its a bloody impertinence. ... Pete’s been eating to much cheese, he’s ill from it, it’s
eating his flesh away, but that doesn’t matter, you're still both in the same boat, you're eating
all my biscuits, but that doesn’t matter, you're still both in the same boat, you're still standing
behind the curtains together. He thinks you're a fool, Pete thinks you're a fool, but that doesn’t
matter, youre still both of you standing behind my curtains, moving my curtains in my
room.
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Kao mro ce Moxe BUeTH, y LUTHPAHOM OJJIOMKY je y3 moMoh Mo-
J€pHOT KOJTOKBMja/I0-TIOETCKOT IMCKYPCa CjajHO eKCIUINLIMPAHA je[IHa Off
OMIWBbeHUX unm 6ojbe pedeHo BeunTux IInHTEpOBUX TeMa a TO je TeMa
y/be3a Koju KOHCIIMPUPAjy IPOTUB cBOT foMahnHa — BIacHMKA IIPOCTO-
pa y KojeM ce Haznmase. JleH je cBectan Mapkose u [Intose 3aBepe u 360r
Tora ce oceha HagMohHO mTO CMMOO/MN3Yjy BUIle ITyTa IOHOB/bEHE pe-
YeHMIIe ,,CTOjUTe U3a 3aBeca’ 1 ,,000jMIIa CTe y UCTOM COCY", a XKe/II 1 fia
HaI7IaCyl CBOj€ IIPABO Ha >KMBOTHM IIPOCTOP O KOjeM je ped IIOHAB/bakbeM
ma cy coba, 3aBece, YaK U XpaHa, berosu. Mehyrum, kao n csu IInnre-
POBM jyHaly, OH OCTaje IPWINYHO MHAN(DEepeHTaH Ha TeKyha forabama
IITO VIMIUIMIIMPA BUILE ITyTa U3pedyeHa PedyeHMIa »,aa TO HeMa Bese'
I[Topep Tora, y 0BOM pUTMUYKM CTPYKTYMPAHOM OIJIOMKY je Ha Cy6mu-
MaH, HOeTCKM) HauVH y3 IoMoh y3rpeHNX Ha3HaKa, IPefICTaB/beHa CPXK
CYyWITHMHCKY ommx MebhycoOHux ofHOCa Tpojulie jyHaxKa.

IInnTepoBa JpaMcKa 1oesuja, OYMUTO je, HeMa HMYET 3ajeJHUIKOr
ca oHoM Kojy cy Herosaimu Tomac Emuor (T. S. Eliot) u Kpuctodep Ppaj
(Cristopher Frye) u kojy je kapakTepucanga CKOpo KIacM4Ha CTUXOB-
Ha OpraHusanyja ca MECTUMUYHUM PUMOBAIbEM M YECTUM CTUJICKUM
¢urypama. Kao un xop IIuHTepa u y BUXOBUM ApaMCKOM Jiely 6uo je
IpUCyTaH IIOMEHYTHU Iya/IUTET, C TOM PasInKoM 1o cy Enmor n @paj
IOKYIIA/IM []a CBAaKOJHEBHE TEMeE M3Pa3e Y3BULIEHUM M KUTHACTUM I10-
erckuM crioM. OBa omTpa cympoTHOCT usMmeby cappxune n cTmma
CBAKaKo je HajBullIe JoNpuHena Heycnexy Enmorosor u @pajeBor gpam-
CKO-TIECHMYKOT €KCIIEPYMEHTA.

CrBapHocT Kojy IInHTep nmpeseHTNpa y CBOjUM JjpaMaMa jecTe MUCTa
OHa CTBAPHOCT MHXEPeHTHA aBaHTAP/IHOj ipaMy Kao npasLy. Ta cTBap-
HOCT je MHOTOCTpyKa Oynyhu fja MCTOBpeMEHO ersucTupa Ha pasHuUM
HuBouMa. Henosnanune y norneny ujaeHTurera nu Motusa Ilunrepo-
BUX jyHaKa M HeJOPEYeHOCT CUTYyalMja 4Mju Cy aKTepu, oHemoryha-
Bajy cBobeme CTBapHOCTM Ha jeTHONMMHMCKY allCTPaKIMjy U IPefiCTaB-
Jbajy je Y CBOj BbEHOj KOMIIZIEKCHOCT. OBaKBy CTBApPHOCT MOXK€ M3pa-
3UTHU IIpe CBera Ioesuja u crBapHoCT IIMHTEpOBUX Apama je 3ampaBo
IIeCHMYKA CTBAPHOCT. VIMIIMIMTHA ITOPYKa Y OBOM CIIy4ajy jecTe fa je
TaKBa CTBAPHOCT jef}Ha MCTUHUTA 1 Moryha cTBapHOCT. CIryHep, UK
u3 fpame ,,Huunja semspa®, y jeTHOM TpeHYTKy IOCTaB/ba MUTabe KOje
je peneBaHTHO 3a MPOOJIEM O KOjeM AUCKYTYjeMo: ,IlounmeM ce muTaTu
fla 1 BaMa yOIIIITe MIITa 3Ha4y MCTUHCKY IpelM3Ha U CTOTa CYIITHH-
cKa TjecHn4Ka fedununmja crapu. 4

[NTokxyuraBajyhu ga ctBapHOCT feduHmIIe ecHNYKy, [InHTeD je mo-
nyT bekeTa CBOjeBPCHOM MHTPOCIEKI[MjOM IIOHMPAO /IO OHUX II0jeMIN-

4 Harold Pinter, Ni¢ija zemlja, u: Pet drama, Nolit, Beograd, 1982, 247.
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HAYHMX VICKYCTaBa 1 eMoliija Koje je TeIko muau Hemoryhe muspasuriu.
CacBuM 0OMYHe NHUIVjaTHE CUTYalyje, faTe YUCTUHY CIMKOBUTO I Ca
VI3paXEHUM CMICJIOM 32 JIeTasb, Cy CTIOKEHVM CLIeHCKVIM U BepOaTHuM
CTPYKTYUpameM Y3AUTHYTe 10 HUBOA IIPAaBMUX MOeTCKUX MeTadopa. He
CMeMO Jlakjie 3a00paBUTH Jla Y KpeMparby IIOMEHYTHX ITOeTCKUX MeTa-
¢dopa BenmKy ynory uMajy clieHorpaduja 1 Hejesudka CpefcTBa. Yieyda-
T/bYIBE C/IVIKe KOje TPaHCIeHAMPAajy O MoeTCKuX MeTadopa y IInnTepo-
BVIM ipaMaMa jecy, nameby ocrammx, kadxmjancka cnvka CTeHnmja Koju
o4ekyje ma ce mojase ersekyropu (Pohengan); cnuka crapor 6eckyh-
HuKa [lejBuca Kora nocnenma cuena apame Hacmiojuux nipefcraspa y
CTaBy U3pUIlakba MOIOe Koja My 3aMype Ha yCHaMa; IIpU30p fiBOje by
KOj¥I )KVIBE 3aje[fHO a/I)i He MOTY Ja yCIIOCTaBe KOHTAKT 300T eMOIVO-
Ha/THe OTYDeHOCTH Koja cBe Buile y3uma mMaxa (Ilejzasxc).

Ha jemny op HajedexkTHMjuX moeTckux Meradopa HamIasuMo Ha
Kpajy npame Huuuja 3empa, Kaja 1ocraje jacHO Jja IpOCTOP KOju je 03-
HaveH HAaC/IOBOM 3aIIpaBo HUje HUIITA APYTo Ho (asa by[ACKOT KIBOTA
KOja HEINOCPEeJHO IPETXOAM CMPTU. XePCT je Y TOKY paMe MMOBPEMEHO
CBECTaH JIa je Ha YMOPY a/M ce ITyHa MCTMHA O TOME IITa ra O4eKyje
CBasbyje Ha Ibera CBOM TeXXMHOM YIIPaBO Ha Kpajy gpame. Mu je Hasupe-
MO 13 MTO[ITEKCTA IECHNYKI MHTOHMpPaHuX pedeHntia bpurca, ®ocrepa
u Cnysepa:

»XEPCT: Amu jecmo mu? To je moje murtame. Vnn ja, jecam i ja? Jecmo mu

IIPOMMjEeHUIN TeMY?

OOCTEP: Jakako. [IpeTxoaHa je TeMa CKMHYTA C JHEBHOT pefia.

XEPCT: IIITo je 6mna mpeTxofHa TeMa?

®OCTEP: 3a6opasmio ce. [Ipomujennu cre je.

XEPCT: IlITo je camamma Tema?

®OCTEP: Jla Hema HuMKaKBMX MOTYhHOCTM fa ce IpoMujeHM Tema Oy-
nyhu na je Tema caga Beh npoMujemena.

BEPUTI'C: Ilo nocbenbu myT.

OOCTEP: Tako na ce nukaz Buie Huiuta Hehe moroguru. Bu here, na-
IIPOCTO, 3ayBUjeK CjeUTH OBTje.

BPUTI'C: Anu He cam.

®OCTEP: He. My hemo 6utu ¢ Bama. bpurc u ja.
Citianxa

XEPCT: Hoh je.

®OCTEP: ! yBujek he 6utn noh.

BEPUIC: Jep ce Tema —

®OCTEP: He moxxe BuIlle HUKAJl IPOMUjEeHUTI.
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Hlytara.

XEPCT: Anu ja 4yjeM ... UBpPKYT NnTuia. 3ap ux Bu He uyjeTe. LIBpKyT
KOjJ HMKaJ| IIpyje HucaM 4yo. UyjeM MX OHaKo KaKo MOpa Jia Cy IjeBajie
Hekoh, Kajj cam 6Mo M/Iaz, MpemM/a UX Tajja yolthe HuUCaM 4yo, IpeMzia Cy
Tajja mjesase cBYA oko Hac. (Ciianka.) [Ja. Taxo je. Ja xomam nmpema jesepy.
Hetko me cnujeny, usmeby crabana. Ja My nsmmndem, Beoma 1ako. Buaum
HEKO THUjerio y BOAM, KaKo IUTyTa. Y3pyjaH cam. [lornenam ns6mmke u Bu-
UM Jia caM ce IpeBapuo. Y Boay HeMa Hudera. Kaxem camom cebu, Bu-
MO CaM THjeso, HeTKO ce yTamna. Any npesapuo caM ce. Hema Hudera.
Hlyuirea.

CIIYHEP: He. Tu cu y anunjoj sembu. OHa je HeIIOMUYHA, HUKAJ| ce He
MIjera, HIKaja He cTapy, Beh ocTaje 3ayBujex efieHa 1 HujeMa.
Hlytara.

XEPCT: la monujeM y TO 1Me.

Huje.

Howmiiyno 3aimamwerve.”>

Iocnenmwa cuena y gpamu Huuuja 3empa vMIpecuonupa jefHOM
MOhHOM, CKOPO TPAaHAMO3HOM ITOETCKOM CIIKOM YOBeKa 4uje Cy VMH-
Te/IeKTya/llHEe M KpeaTVBHE CHare Ipecaxjie ¥ KOMe IIPeocTaje caMo Ja
UIIYeKyje pu3MIKM HecTaHaK ca OBOT cBeTa. 1o je yoBek MeTahOpUIHO
IpeCTaB/beH Kao HeKO ulje Cy CBe TeMe ,,CKIHYTe C JHEBHOT pefia‘, 0CUM
OHe IOCTIejtbe a TO Cy Hoh 1 31Ma — cuMOO/IM CMPTH Y )KMBOTHOM LIVIKITY-
cy. Jlemotn oBe MeTadope, a 1 LETOKYITHE IIeCHIYKE C/IUKe, JOIPUHOCK
jOII jelaH KBAJIMTET KOjU Ce carjefiaBa y YMIEHUIM f1a YIPaBO y 3a-
BpIIHOj ciieHn bpurc u @ocrep, iBe MHave BP/IO IpO3aNvHe IMYHOCTH,
IOXMB/baBajy TpaHchopManyjy. VsjaBe Kojuma caommrasajy XepcTy
la BUIIE ,HeMa MOryhHOCTM Jla ce TeMa IpOMeHM', Aa he oH ,3ayBek
cemeTy oBfe®, Kao 1 Aa he wux aBojuIIa 6O TH HaJ| BVIM, MIMajy IPU3BYK
HEYMUTHOCTH ILITO MX y3[VDKe Ha IyjefiecTas OHMX BUIIMX O6uha koja
BOZle AyIle /byay v Ofie Hap wyMa. [llTaBuine, oHu 06aB/bajy OHO LITO je
Y aHTUYKVM Tparefyjama 61a yiora xopa - ia ce jyHaKy CaoIllITi BO/ba
6oroBa. Ypkoc cBeMy, XepCT Kao Jja KeJu Ja ce IIOC/TIefbIM HallOPOM
MeMopje BpaTy y BpeMe CBOje MIaJOCTY Kafia ce 9yo ,,LIBPKYT ITHUIA",
anu ra CriyHepoBe pedn KojuMa ra oBaj nopceha jja je y ,,Hu4nmjoj sempu”
OTPXKY M3 TOT KpaTKoTpajHor cHa. CTonuky npuxsarajyhu ,,omryky Bu-
X CYIA“ OFHOCHO MCTUHY, XepCT HOCTOjaHCTBEHO ,NMje y TO MMe"
yIIpaBO y MaHJMIPYy KaKBOT aHTUYKOI TParm4IHor ijaKa HITO T'a Y3HOCU
U3HaJ TpaHMIIa OHe eTu4Ke cdepe y KojuMma ce kpehy jyHaum Tparu-
komenuje. OBO je joll jeflaH oKa3 jja ¢y nojeguuu Ilmareposu jynanu

5 Ibid., 276-277.
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HEIITO MOCeOHO Y OfHOCY Ha IpyTe TPArnKOMIYHE JIMKOBE, @ OHO IITO
M3roBapajy u mpeobpaxkaj Kpo3 Koju Ipojase y 3a/mb0j CLieHN Apame
Huuuja 3emma 1vHe 1a Ta ciieHa jo6uje MeTadU3NIKU OPEOJ.

[ToeTckm ysmet M HePUHUTUBHO HUCY KapaKTepUCTUKA CBUX
[InHTepoBMX fpaMa. Y paHUM ApaMaMa OHU cy pebu ykomuko nsysme-
Mo ppamy Iaiiy/puyu, Koja je mpaBa NMHTEPOBCKA IIOETCKA ipaMa Kao
U nojefuHa Mecta u3 apama Pohengan v Hacwtiojuux. [Jpame y Koju-
Ma [eCHUYKY 13pa3 fo0yja Ha MHTEH3UTETY NPUIIAZAjy CpelbeM U Ka-
cHmjeM nepuopy IlmaTepoBOr cTBapanamTBa KaZia OH paJiKaaHO Memba
CBOj CTHMJI HAaNyLITajyhy IpBOOKUTHY HATypaau3aM y Kpeupamwy pajtbe
u pujanora. CXoHO TOMe, Ha UCTMHCKY aBaHTapAHY JPaMCKy I0e3ujy
HamIasuMmo Tek y apamama Ilejsanc, Tuwmuna, Hoh, Citiapa epemena,
Huuuja 3emmwa, I'nacosu tiopoquue, Hexa Amwacxa n Meceuuna. Ilo-
OpojaHe mpaMe He cagpyKe MOETCKY HA0O0j y jeHAKOj Mepu HUTHU CY CBe
y NOTIIYHOCTH ITOE€TCKYM KOHUMIMpaHe. [lpaMcKa nmoesuja je HajupucyT-
Huja y gpamama Ilejsanc, Tuwuna, Hoh v Inacosu fiopoguue xoje cy u
(bOpMaIHO ¥ CKPYKTYpalHO MOETCKM OO/MMKOBaHe. Y OCTaIMM fpaMa-
Ma Ioe3ja je CKOHIIEHTpMCaHa y pparMeHTNMa KOjU TaKO yCaM/beHM
MIMajy OHaj OCOOUTY TUPCKI Cjaj.

Cruxose Koje je I[IuHTep 06jaB/bMBa0 Ipe HETO IITO Ce IIOCBETHO
NyCamy ApaMa KpUTUYAPM Cy OLEHWIN Kao CPOJHE MOe3UjU MMaXKN-
cra Espa Ilaynp (Ezra Pound) m Hagpeanucra dwran Tomac (Dylan
Thomas).® Opjeru oBux mpasana ce MehyTM MOTy yOUUTH U Y OHOM
LITO Ha3MBaMo [IMHTepOBOM IpaMCKOM IO€3MjOM.

VIMa>XMCTUYKO HACTOjame Ja ce y Ioe3nju ynorpebu obmya, cBa-
KOJIHEBHM je3MK IIPUCYTHO je 1 y IInHTepoBOj oe3nju No3opHulie MITO
ce Jja IpMMETUTY KaKO Y Of/IOMKY u3 fpaMe Ilaitly/buu Kojer cMo 1pe-
TXOJHO LIMTHUPAIM TaKO ¥ y MOjefIMHUM LIUTATUMA JATUM Y PaHUjUM
nornaspuMa. Takohe mpumehyjemo ga IlnHTep, momyT ocranux mma-
JKVICTa HEYMOPHO MCTpajaBa y MMOKyIIajuMa ia Hahe yBek TauyHy 1 mpe-
I[U3HY ped, HUKAJl ce He 3al0BO/baBajyhy HeKOM IPUOIVDKHO TaYHOM.
Pesynrar Tor macuoHMpaHOT HacTojama jecte HaheHa ped (moiH jyciiie),
KOja cé pUTMMYKM M CEMaHTUYK) CaBPLIEHO yK/aIa y MOeTCKY CTPYK-
TYpy. Y TOM CMUCITy WIyCTpaTVBaH je pparMeHt us gpame Pohengan ca
TonnbeproBum 1 MekkeHOBUM BepOaTHUM er3ubuimjama:

»L OJIJBEPI": buhew npeopujentucan.
MEKKEH: buhem 6orar.

I'OJIABEPT: brhenr Hamt moHOC 1 pafocT.
MEKKEH: Buhem mensch.*?

6 Bupgern Martin Eslin, Uvod, u: Pet drama, Op. cit., 9.
7 Harold Pinter, Rodendan, u: Pet drama, Op. cit., 88.
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[lato HaOpajame Ky/IMMHIpPa HEeMauyKoM pedjy mensch Koja He caMo
Jla je Kao jeTHOC/IO)KHA, PUTMUYKM ¥ CTUJICKM KOMIUIEMEHTapHA JIaTOj
cTpykTypu Beh je n y ceMaHTMYIKOM TOT/IeRy 3HaTHO oborahyje. V3Bop-
HO 3Haueme peun mensch — 4oBeK, cajia je y [pyroM IUIaHy Y OJHOCY
Ha OHO KOje KOHOTMpa a Koje je cum6or Heke CreHnujese 6ygyhe mohn
u yrnepa. Hapasno, oBy je peu IIuHTep a0 y MPOHMjCKOM KOHTEKCTY
KaKo 6u jour jaye mopsykao cBy 6emy CreHnujeBor monoxaja. Tume je
KaKO BU/JVIMO OCTBapeH BUIIECTPYKN edeKar.

JenHO Off pajMKaJHMX NPOTPAMCKMX Hadesla MMaKMCTUYKOT II0-
KPETa, KOje je I aBaHTrap/jHa [paMa Kao HOB U PEBOTYIIOHAPaH ITOKPET
Y YMETHOCTH ITPOK/IaMOBasIa, 61710 je ja ce MOpajy CTBOPUTI HOBY PUT-
MoBM Koju he n3pasuTy HOBa cTama iyXa ¥ HOBa pacrojoxema. [I1H-
Tep je OCTBapery OBOT Havesla a0 BEMIVKY JOIIPMHOC 06mmKyjyhim cBojy
CLIEHCKY TI0e3Wjy Y PUTMIUKe IelHe SKMBJbET M CKOPO (ppeHeTIIHOT
TEMIIA a/Ii U YCIIOPEHOT KOjU jeé KapaKTepUCTUYaH 3a cillacuc gpame.
Kao npumep Moxe OCTY>XKUTH Of/IOMaK U3 gpame Tuwuna:

»PAMB3I: Ja meraM ca MOjoM /IeBOjKOM KOja HOCHU CHBY O/Ty3y Kaja LIeTa
U CUBe LMIIeJIe M LIeTa ca MHOM pafio Hocehu cBojy omehy omabpany 3a
MmeHe. CBOjy cuBy opehy.

OHna Me ip>K1 33 PyKy.

JlemiM BedepyuMa My IetamMo 6ppyMa o Bpxa Oppia mopen maca oomanm
jype 6amr mpe Mpaka WM JOK MpaK ITajia Kajia Mecerj

Kap je xmazHo ja je 3aycTaByuM u mpe6aniyuM joj MaHTWII IPEKO paMeHa WK
KaJ| je KMIIOBUTO pyKe IIPEKO PyKY, OHa yBUja CBOje pyke. VI roBopuM joj
U Ka)KeM jOj CBe.

OmHa ce o6maun 3a Moje OUML.

ToBopuM joj Moje muciu. Caj caM clipeMaH ja leTaM ca lbeHOM PYKOM Y
MeHM) IeHOM IIAKOM Y MEHM.

ToBOopuM joj MOje ITaBHe HaMepe, JOK o6mary jype. OHa MOAUTHE TIOTTIEN,
Ka MeHM ¥ cnyua rregajyhu mone. OHa 3acTaHe y IojIa pedeHMmlie, Moje
pedenutie, fa 6u noguria noren Ka MeHu. [ToHekan joj maka MCKIM3He
U3 Moje, pyKa joj je omabaB/beHa, Xofa MaJjio o CTPaHM, Tac naje. S

8 Harold Pinter, Silence, in: Plays Three, Faber and Faber, London, 1996, 191. (moj prevod)

»Rumse
I walk with my girl who wears a grey blouse when she walks and grey shoes and walks with
me readily her clothes considered for me. Her grey clothes.
She holds my arm.
On good evenings we walk through the hills to the top of the hill past the dogs the clouds
racing just before dark or as dark is falling when the moon
When it’s chilly I stop her and slip her raincoat over her shoulders or rainy slip arms into the
arms, she twisting her arms. And talk to her and tell her everything.
She dresses for my eyes.
I tell her my thoughts. Now I am ready to walk, her arm in me her hand in me.
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3anaxaMo Takohe M ManTeHe CTPOQHY OpraHM3aLNjy HaBefeHe
PUTMIYKE LIETIMHE.

Moyxa 1 Haju3pasUTHUjI 3aXTeB MM KMCTUYKOT MaHM]ecTa jecTte
3aXTeB IEeCHMIMMA [ja CTBOpe CIMKY — HAajKOHKPETHUjy U HajuedyHu-
TUBHM]Y. TakBe IIeCHMYKe C/IMKe Ce Y YMTaBUM CepyjaMa IIPOCTO HIDKY y
[InaTEpOBUM paMamMa LITO je jOUI jefIHa IIOTBPJA O CKJIIOHOCTH IOje/IN-
HJIX aBaHTaP[HMX MICAllA Ka IM0e3Vjy ¥ CIPEMHOCTM Jja ICKOPUCTE CBe
MoryhHOCTH KOje IM Y TOM IOITIefy fpaMa Kao MeAyjyM IpysKa.

[Tecanuka cnyka HermoMyheHOT YHyTpallller Mupa jyHaka fpaMe 1
HBETOBOT OKPY>KeHa HAIIpOCTO McKjaBa n3 peun Pamsuja, mmka u3 koma-
na Tuwuna:

»PAM3: Tlocmarpam o6make. IlpujaTHa cy pebpa u TeTuBe obmaKa.
Humra Hucam msry6umo.

IIpujatHo je mTO CaM caM 1 OCMaTpaM CBeT/IO Koje HecTaje. Moje )1Bo-
TUIbE Cy MUPHe. Moje cpiie HuKaja He nyna. YBede ynraM. Hukor Hema
Tla MM TOBOPH ILITa Ce Off MEHe O4eKyje Mau He oueKyje. Huinra ce om meHe
e Tpaxn.”’

Hakon purupanor PamsujeBor MOHOIOra y IMIOMEHYTOj SpaMy Ha-
Jla3n ce M MOHOJIOT ApyTor nuka bejrca koju moumme Opm/baHTHOM
II0OETCKOM MMHUjaTypOM Ha oMubeHy [IMHTepoBy TeMy musonmanuje u
orybhenocTu:

»DEJTC: Illeram y Mmucnuma. Amu He MOTY Ja nsaheM U3 OBMX 3UJIOBa,

y cycpet Betpy. Honune cy omebene 3umoBuma, kao u jesepa. Hebo je
«10
31,

VupukatusHO je fa IImHTEp y €BOjOj ApaMCKOj, KaO M paHOj Ioe-
3Uj1, TeXM J1a, TIOITy T MMa)KMCTA, HOCTUTHE ITO Behy KOHIIEHTPOBaHOCT
IIECHMYKOT MCKa3a. ToMe y IpuiIor ujly u sTyCHyTOCT feTaba U el3uja
y peYeHmIaMa Koja je BUI/bMBIja y OPUTMHATY HETO y IIPEBOJY.

I tell her my life’s thoughts, clouds racing. She looks up at me or listens looking down. She
stops in midsentence, my sentence, to look up at me. Sometimes her hand has slipped from
mine, her arm loosened, she walks slightly apart, dog barks.*
9 Ibid., 193. (moj prevod)
»Rumsey
I watch the clouds. Pleasant the ribs and tendons of cloud
I've lost nothing.
Pleasant alone and watch the folding light. My animals are quiet. My heart never bangs. I read
in the evenings. There is no-one to tell me what is expected or not expected of me. There is
nothing required of me.*
10 Ibid., 197-198. (moj prevod)
»Bates
I walk in my mind. But can’t get out of the walls, into a wind. Meadows are walled. The sky’s a
wall.“
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Hemro paHmje mcraknm cMo jfa npoydasaouu IImHTepoBor pmema
IbErOBY I10€31jy MOPEN MMaXku3Ma Be3yjy 1 3a Hajpeanusam. Y [Innre-
POBOj PAMCKO]j II0€3Mj1 Ce ITaK MOTY M3JBOJUTI MECTa I7ie je IIpuMerbe-
Ha HaJpeanuCcTUYKa TEXHMKa IJCamba KOja Cé y MHOIMM acCIeKTMMa
pasnukyje o uMaxkuctuike. Kao u ceaku asanrappguu nucan u IIns-
Tep je IMOKa3ao CKIOHOCT Ka HaJjpeannsMy, a MICTOBPEMEHO IIPUCYCTBO
Ha/IpeaMCTUIKUX ¥ UMAXKUCTUYKNUX CTUICKUX elleMeHaTa JOIPMHOCe
MYITUVMMEH3MOHATHOCTH LeJIOKYITHOT IPaMCKOT OITyca.

Ilecany HapgpeanucTy Cy Kao CBOj ITIABHM LIW/b IPOKIaMOBa/IN
OTKpMBaibe CKpPMBEHE CTBAPHOCTY, TaKO3BaHE HA/IpeaJlHOCTU U [Ia,
CXOJHO TOMe€, YMETHIYKO JIeJI0 MOPa U3Pa3sUTH Xa/lylIMHAHTHE BU3Nje U
JOXKVB/baje KapaKTepUCTUYHE 32 CIIOHTAHO (PYHKIVIOHMCAHE JbYCKOT
Ayxa. Y HacTojamy /la He IOpEeMETH HbUXOBY ayTEHTUYHOCT, IMcaly ce
Mopa HpernyCcTUTH CT0O0[HO] UTPK acoLujanyja 1 OeIeXXUT CBe IITO
My najgHe Ha yM. Komuko je ITnHTep 610 6/1M3aK IIOMEHYTUM Hafipea-
JTUCTUYKUM CTAaHOBMILITMMA II0Ka3yje ¥ OBa IerobBa paHa M3jaBa:

»lIOHEKaZl, y MOjuUM IlecMaMa, ja caM T€K HejaCHO CBECTaH OCHOBE MOT
pafia a Jiefio ce MOBMHYj€ COICTBEHOM 3aKOHY M AMCLUMIIIMHY, Ca MHOM
Kao MOCPEeTHUKOM, Takopehn. Amm Kao IITO KaKeTe, KOMMKO Makbe CBe-
CTaH yTonmko 6orbe ... “11

[InHTep je maxse joIl y paHMM JJaHMMa CBOT CTBapama 610 yoehen
Jia M3BOP IEroBe Moesuje JIeXXN Herje [yOOKO Y IIOfICBeCTH U Ia Ce OHa
paba 1 morom passuja cnegehn Heky cBOjy mOTMKY ¥ TOK. O3HaYMBIIN
cebe caMO Kao IOCpeIHNKA y IPEeHOlIehy OBaKBIUX MMCAOHMX TOKO-
Ba a CBECT CBOjeBPCHOM IIpernpekoM, [IuHTep ce mpmbmmxmo Hafpea-
NMUCTUYKOM KOHIIENTY ayilloMatlickoZ fiucarpa Koje je IUIIYeBO ITTaBHO
TeXHNYKO cpefcTBo. Crno6opHa urpa aconyjaiyja JOBOAK IO OBE3N-
Bama IpeaMera Meby KojuMa ce Ipy HOPMa/THOM CTamby fyXa He MOXe
nponahy HukakBa Be3a. Ha Taj HaunH HacTajy HajHEOOMYHUjU CIIOjeBYU
peur 1 HajuyAecHMje CIMKe Koje 13a31Bajy n3HeHabheme Koj 4nTanana.

ToBopehu o [InHTEpOBOj ApaMCKOj TEXHMIM, HAIJIACU/IN CMO YIIO-
Ty KOjy je MHTYUIMja ofjurpaza y cTBapamy japama. Vako ¢aHTasuja
U IpelinTame acolyjalyja KapaKTepUCTUYHM 3a HaApeaquCTUUKy
noesujy HUCy KoHcTaHTa y Behuny IInHTEpOBUX HpaMa, OHM CBAaKaKo
BoMUHUPaAjy y Apamu Ilaitiy/euu, a IpUCYyTHU Cy NOHEK/IE Uy Clllacuc

11 Harold Pinter, prepiska iz 1955. godine, citira Martin Esslin, Pinter The Playwright, Methuen,
London, 1992, 258. (moj prevod)

»Sometimes, in poems, I am only dimly conscious of the grounds of my activity and the work
proceeds to its own law and discipline, with me as go - -between as it were. But as you say, if
not conscious so much the better ...
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gpamama Vi HeKVM KaCHUjUM JpaMaMa Kao 1mTo ¢y Inacosu tiopoguue
u Hexa Amacka.

Y maHupy npaBor Hagpeanucte [IuHTep ce cmyxu jesukoMm ¢aH-
TACTUYHUX CIMKA KAaKO 6]/[ HpeHCTaBI/IO XaHYHI/IHaHTHa CTamba y KOjI/IMa
ce Hamasu Jlen, nuk us gpame Ilainyouu:

»JIEH: 3rmeuno cam cuhyImHoOr MHCEKTa Ha TawuUpy, oHOMaJ. V yK/IoHMo
caM ocTaTke ca npcTa manueM. OH/ja caM BUfeo Kako fenuhnu pacry, Kao
narepje. Jlox cy maganu, nocrajamu cy Behn, kao namepje. Mopao cam fa
CTaBUM LIAKY Y TeJI0 MpTBe nrute. 12

[Tap pedeHnIja HAKOH HaBeJEHOT TEKCTA y IOMEHYTO] ApaMM MMa-
MO 4YNTaBy cepujy usHeHabhyjyhmx, paHTasMaropmyHux npusopa Koju
oIy T 671eCKOBa OCBET/baBajy HOHOP JIeHOBe MeHTaIHe Kpu3e:

»JIEH: ... IIut ce mera mopen peke. Vicox mpsape 3up craje. Craje.
[lymty noxyTena Tpasa. [IpBeHM rpyfoOpaHM 4aBp/bajy HMpPEKO 3Mfa.
IIpammnna Ha BamapumTy oTKylaBa. OH 4yje OTKyllaBambe BpTelIKe y3
peKy ca HanopoM. IIut ce mera nopen pexe. Vicnion npBape 3up craje.
Craje. Illyma Bucn. Macka cMpTu Hap, BogoM. IInt ce mera nopep, — rasne-
6a. Tane6a xoju ceue. [ane6a. [lome. OH craje. Jlem maijosa y )yToj TpaBu.
Tane6 xopaua. lane6 npobana. Tane6 ynapa cronanom. Tane6 pxe. Iane6
BpULITH, Liemna, IInt, nena, sapusa, IIut ceve, momu, Ilut pactpke nem,
Malle Kpunnma, [InToB KbyH pacte, mpobajia, 3apuBa ce, IIMa, peKa ce
Tpece, HEMa Mecella, LITa ja MOTy BULETH, ITAaTy/bIV CE CAKYI/bajy, KIU3ajy
ce HU3 MOCT, TpUKapajy Iopes 06ase, aTy/blM ce CAaKyIUbajy, CHOCOOHN,
BpeIHMU, OHU HOCe KMIITHe MaHTuIe, mafgahe kuiua, [Int ce 3apusa, 3abuja
y I7IaBy IaTy/bUu INefajy, IIut numue, on uumMue, IInt numa, on y61/{je,
OH y0uja, I7TaBa IaI[0Ba, ca MYI[beM ce Iiera KoXKa Ha I71aBy Hanosa. [Int

«]3
1IeTa moper ...

12 Harold Pinter, The Dwarfs, Op. cit., 93. (moj prevod)

»Len: I squashed a tiny insect on a plate the other day. And I brushed the remains off my
finger with my thumb. Then I saw that the fragments were growing, like fluff. As they were
falling, they were becoming larger, like fluff. I had to put my hand into the body of a dead
bird“
13 Ibid., 95-96. (moj prevod)

»Len: ... Pete walks by the river. under the woodyard wall stops. Stops. Hiss of the yellow grass.
The wood battlements jaw over the wall. Dust in the fairground ticks. The night ticks. He
hears the tick of the roundabout, up the river with the sweat. Pete walks by the river. Under
the woodyard wall stops. Stops. The wood hangs. Deathmask on the water. Pete walks by the
gull. Slicing gull. Gull. Down. He stops. Rat corpse in the yellow grass. Gull pads. Gull probes.
Gull stamps his feet. Gull whinnies up. Gull screams, tears, Pete, tears, digs, Pete cuts, breaks,
Pete stretches the corpse, flaps his wings. Pete’s beak grows, probes, digs, pulls, the river jolts,
no moon, what can I see, the dwarfs collect, they slide down the bridge, they scutter by the
shoreside, the dwarfs collect, capable, industrious they wear raincoats, it is going to rain, Pete
digs, he screws in to the head, the dwarfs watch, Pete tugs, he tugs, he’s tugging, he kills, he’s
killing, the rat’s head, with a snap the cloth of the rat’s head tears. Pete walks by the ...
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[Ipusopu kxoju ce pebhajy y uurary He ImpencTaBbajy caMo pedriek-
ce JlenoBuX mymIeBHMX Tp3aja Beh cafipxe 1 feTabe Koju ykasyjy ma
je 1eo Taj Mo3aMK mpojekunja JIeHoBe yHyTpallibe JyXOBHE ITyCTOIIN
KOja je CBaKaKO CTapyuja Off IeTOBe IICUXMYKE KPU3€e I KOja je M3asBaHa
nsonadeHoihy caBpeMeHOr OKpy>kema. VIcTy TakBy IyXOBHY ITyCTOLI
ce6u Hocu u Crensu Bebep, muk u3 gpame Pohengan. He mory ce mpe-
BUJIETV HEKU JieTa/by U3 JIeHOBOT TOBOPa KOjU YKa3yjy /ia je IerOB CBET
OHaj XepMeTI30BaHM CBET Y KOjeM ,,ApBeHN I'PY0OpaHy YaBp/bajy Ipe-
KO 31J1a“ 11 KOj! je HaJlUK ,BalIapMIITy Ha KOjeM IpallyHa OTKYyIlaBa'.
Jbyne Koju TakaB CBeT HacTarmaBajy JIeH BUM Kao ,IIpalliHy Ha Ballla-
PMIITY" IV HEKaKBe IaTy/bKe KOjy TpYKapajy okoyo. J/IeHOB cBeT Huje
CBeT >XMBOTA Beh cBeT CMpPTH Ha IUTa yKa3yjy OpOjHM MaKaOpUCTIIKI
feTabu. Y BeMy ,MacKa CMPTI' BUCK HaJi PeKOM Koja je cMOOT >Ku-
BOTa, a y TpaBM ymecTto npeha Buay ce nmem marosa. VI gpyru neramn
Ha OBOj C/IMIY MMajy CUMOONIMYHO 3Hauemwe. VICTaKHyTO MeCTO y 1Oj
1Ma raje6 Koju je IpyKasaH Kao Yy/JOBUIIHY Ipab/bMBal] KOjU PacTprke
nemese. YynosuiHa je n IInroBa MeTamop¢o3a KojoM ce OH IpeTBa-
pa y raje6a — jelHapa win KakBy APYTYy CIMYHY NTHUILY KOja KOMaza
CBOje >KPTBe LITO OYUITIEAHO KOHOTMpa J/leHOoBO Bubemwe Apyrux /by,
yK/py4yjyhu u npujarerpe, kao rpyne 6e3nyimHux rpadpubana. [Tuntep
MOXX/Ia Hije MIMA0 HaMepe Jja, KaKo je TOBOPUO, Of CBOjMX JIMKOBA CTBa-
pa cuM601e /Iy ce y KOHTEKCTY TeMe HeTOBMX ipaMa He CaMoO JIIKOBY
Beh M MHOre IIOjeIMHOCTY C IPAaBOM MOIY IIOCMATpaTy Kao IIOETCKYU
cumbonm.

CK/IOHOCT Ka HaJpeaqTHuM MOeTCKUM cnukama [ImHTepa, Kao mro
CMO PEKJIM, HUje HaIlylITa/la HY Y KacCHMjeM IIEpUOJY HheroBor CTBapa-
nmamTBa. Beoma yredar/buBe noeTcke CIMKe ca HafipeaqTHUM €/1IeMEeHTH -
Ma jecy oHe y MoHoo3uMa Jle6ope, mika us fpame Hexa Amwacka. EBo
KaKO M3IJIefla jelHa Off IeHMX IIPOjeKLMja BpeMeHa Koje je IIpoBea y
HEKOj BPCTH KOMe:

»JEBOPA: ... YyjeTe mn Kamame?

Haysa.

Yyjem kamame. Heko je ocTaBno caBuHy OTBOPEHY.

Haysa.

Pehn hy Bam mra je to. To je 6eckpajuu Hu3 gBopaHa. C OrpOMHUM
YHYTpALIBUM IPo30oprMa KaMmydrupanum Kao 3umosu. [Iposopu cy or-
nefana, cxBarare. VI Tako ce y CTakly BUAM OROIeCaK CTakla. 3ayBeK U
3ayBeK.

Iaysa.
He moxxeTe ja 3aMUCIUTE KaKO je MUPHO.
Tonuko TXo f1a 9yjeM KaKo My ce 04M IIOMUYY.



Hacnehe

Tuwuna.

Jlexxum y kpeBerty. Jbynu ce Harumy Hajja MHOM, roBOpe Mu. XTenma 61x
Jla M KaKeM 37paBo, ja IpohackaMo, 1a HEIITO yIuTaM. AU He MOXKeIll
TO Jla YPAAMII aKO CU Y 6eCKpajHNM CTaKJIeHUM JBOpaHaMa Ifie C/IaBIHe
KaIlby.

Tuwuna.“14

Kao mrro Bupnmo, [TunTepoBa apamcka noesuja, 6ynyhu aBanrapa-
Ha, He Iocefyje CTUXOBHY HM CTPOHY OpraHM3alNjy Majfa ce HEeIlITO
IONYT CTPO(HUX IIe/IHA MOYKe YOUUTY Y HEKUM AenoBuMa apame Tu-
WiuHa, IOy T OHOT KOjer CMO LMTHUpann. TakBa KaKBa je OHa MIIaK cajp-
KV M3BECHe CTU/ICKe PUTrype Koje CBaKa Ha CBOj HauMH yBehaBajy mweHy
U3Pa>kajHOCT.

Y nocnenmwem onnoMKy us fpame Ilauwiy/byu Kojer cMO LIUTUPAIN
yO4aBaMoO acuUHgewicKko HU3ambe YMTaBUX IPyla rarona. VicTo tako ce
MO>Ke IPUMETUTH IIOHAB/babe MICTUX CAMOITIACHUYKMX Y CYT/IACHMYIKMX
TpyIa y IOjefMHNM pedrMa IITo HaM oMoryhaBa Jja y iyIMa IIpernosHa-
MO AcoHaHuy W anutiiepayujy. Y HalleM IPEBOAY jefHe peYeHMuIle U3
OJ/IOMKa KOju I7Tacu: ,IIut nema sapusa, ITur ceue, nomu, ITnut pacrexe
Jlell, Mallle KpWanMa, [IMToB K/byH pacre, mpobaja, 3apuBa ce, IyMa,
peka ce Tpece ... “1°, aconanue n anuitiepayuje ce He youaBajy Tako ja-
CHO Ka0 y OPUTMHAJIy KOjer [ajeMO y HallOMEHM.

[Tojepyian nmoetcku fenosu y [ImaTEpOBMM paMaMa cajipKe ciliu-
Xomuitiujy, jeqHy BPCTy IEeCHUYKOT [iMjajiora KOji BOAM MOPEK/IO jOILI
U3 aHTUYKE ApaMe. YYeCHULM [IMjasiora HAMSMEHUYHO M3roBapajy Io
jellaH CTUX ca MapajieJTHUM VI CYIPOTHMM 3HaueheM a JOoNasy U JI0
HaM3MEHVYHOT IIOHAB/balba CTUXOBA.

Tonp6epr u Mexken (Pohengan), nsropapajy 4uTaB HU3 CTUXOMM-
tija Koje ynyhyjy Crennujy:

»MEKKEH: bruhem ycriemas.

I'OJINBEPT: brhemr normyH.

MEKKEH: M3BpiaBaheur Hapebema.

T'OJIABEPT: Jonocuhem opyxke.

MEKKEH: brhemnr marsar.

T'OJIIBEPT: [Ip>xaBHUK.

MEKKEH: ITocenosaheunr jaxre.

T'OJIOBEPT: JKuBoTtume

14 Harold Pinter, Neka Aljaska, u: Nove drame, Lapis, Beograd, 1995, 37.
15 Harold Pinter, The Dwarfs, Op cit., 96. (moj prevod)

»Len: ... Gull screams, tears, Pete, tears, digs, Pete cuts, breaks, Pete stretches the corpse, flaps
his wings, Pete’s beak grows, probes, digs, pulls, the river jolts ...
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MEKKEH: JXnpotume.“10

Cimiuxomuiriujom ce pasio cnyxu n Camjyen bexer mTo je jou jenHa
off mopypHUX Tadaka usMmeby mera n Xaponga Ilunrepa. Y gpamu Ye-
kajyhu Iogoa oBa mecHuuKa GuUrypa je mTaBuile BeoMa 4ecTa 1 CTora
HaBOJVIMO jeflaH Off TIECHUYKI BPJIO YCIIENNX CHIUXOMUTHUJCKUX quja-
noza:

~ECTPAT'OH: [la He 6MCcMO 4y/IN ..
BJIAOVIMIP: MiMaMo MM CBOjUX pasfiora.
ECTPAT'OH: Cse oHe MpTBe I71acoBe.
BIIAOVIMUP: IlITo nMuye Ha IIyM Kpuia.
ECTPATOH: JInurha.

BIIAOVIMMUP: Tlecka.

ECTPATOH: JInutha.

Ryitare.

BJIIAIVIMMP: Ouu rosope cBU y UCTU MaX.
ECTPATOH: Csaxu 3a cebe.

hyitare.

BJIAIVIMVIP: I1pe 6u ce pekio aa mamyhy.
ECTPAT'OH: [la >xamope.

BITAOVIMUP: la urymope.

ECTPATOH: [la mrymope.“!”

CTuxoMMUTHjCKUX injasiora UMa 1 y gpyrum IImaTepoBum gpamama
alM y OBOM CETMEHTY CBOTa JPAaMCKOT IIECHMIITBA OH HUje JOCTUIA0
IIOETCKe BPXyHIle Kao bekeT. Iberosu ctuxomutujckm gujanosu nmajy
YIJTaBHOM TIapOAMYaH TOH Kao IITO je OBaj Kojer msrosapajy @pen u
Ilejx y npamu Meceuuna:

»LIEJK: ¥jka Pydyc Huje 610 oymesbeH.

®PEJI: 3amrTo Huje? 3HaM /i ja ofiroBop? Mucimm jja sHaM. 3HaM /¢
Iaysa.

[IEJK: Mucnum pma 3Har.

OPE[I: U ja Tako mucnum. Mucimm fa sHam.

IIEJK: M ja Tako Mucnum.

Iaysa.

®PE]I: Onrosop je ia je TBOj oTal] 610 KpaTaK y Kelry.

IIEJK: OcTao je 6e3 10Be Ha IPUINYHO CIIEKTAKy/IapaH HAuMH.
®PE]: M3ry6uo je, caMo HEKOIMKO HOhM paHuje, OrpoOMHe Iape Ha Ipu-
crannmTy y bornop Puyncy.

IIEJK: Y nmotpasu 3a cutHOM prbom.

®PE]I: theros Koukapcku )XUBOT 6110 je Iporasna cTBap.

IIEJK: CpebpHa koda mpasHa.

16 Harold Pinter, deendan, Op. cit., 88.
17 Samjuel Beket, Cekajuc¢i Godoa, Kultura, Beograd 1994. 87.
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OPE]I: Kao u 3maTHa.

IIEJK: bes njegHor fujamManTa

OPE]I: bes ujegnor 6pmmjaHTa.

IIEJK: bes 6punujanra n Ha Bon Crpury.
®PEJI: Y 6anuu rpoma.“!8

Hutupann cruxoMmutujcku aujanosu us IlunarepoBux gpama cy,
mebyTnm, y casBydjy ca Hekuma u3 beketose fpame Yexajyhu Iogoa
Koju Takobhe nMajy 6aHaIHy cafip)KUHY:

»~ECTPAT'OH: IlITa hemo cax pagnutu?
BIIAIVIMUP: [Tlok yekamo.
ECTPATOH: [Tok yekamo.

Ryinarve.

BJIAIIVIMVP: Kako 6u 6110 ja BpIIMMO Halile Bexxoe?
ECTPAT'OH: Hamre mokpere.
BJIAIVIMVIP: 3a no6ujarme TUIKOCTH.
ECTPAT'OH: 3a mnuTaBbeme.
BJTIAJVIMMP: 3a fobujame OKPETHOCTI.
ECTPAT'OH: 3a mmuTaB/beme.
BIIAOVIMIP: [la ce 3arpejemMo.
ECTPAT'OH: [la ce cmupumo.
BIAOVIMUP: Xajne, onpal“!’

Cruxomutujckn pujanosu y bekerosum u IImnrepoBuM mpamama
AVHAMU3NPajy pPUTaM peIUIVKa U Ha Taj HauMH YCIIeIIHO pa3bujajy Mo-
HOTOHM]Y YCIIOPEHMX pasMeHa MMUC/IM IITO CBAKAKO CTMMY/IATUBHO Jie-
yje Ha IIyOnnKy.

On ocramux CTMICKMX (urypa MO>XeMO W3JABOJUTH U OflKopa-
yewe. OBa CTWICKA PUIypa HAa3M ce Y ONIOMKY M3 CaMoT Kpaja Jpa-
Me Huuuja semma, xojer cMo LuTypany xenehn ga miycrpyjemo jeHy
[InHTEepOBY ycmeny noeTcKy cnuky. VicTa ¢purypa mocroju u y perimka-
Ma Docrepa u bpurca, koju npeTxoze UUTUPAHOM OJIOMKY:

»POCTEP: Tema je cama 3suma. VM 3aro he 3smma ocratu 3ayBex.

BEPUI'C: VI no nocnexnmwu myT.

®OCTEP: Koju he tpajatm BjeuHo. Axo je Tema, Ha TpuUMjep, 3UMa,
nposeehe Hehe Hukama gohu.

XEPCT: Anu fa Bac muTaM ... MOpaM Bac MUTATH ...

OOCTEP: Jbeto nehe sukama gohn.

BPUT'C: Crabna -

®OCTEP: Hehe Buiue nponucrarn.

XEPCT: Mopam Bac nuTaTu —

18 Harold Pinter, Mesecina, u: Nove drame, Op. cit., 95.
19 Samjuel Beket, Cekajuéi Godoa, Op. cit., 102.
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BEPUI'C: CHujer —
®OCTEP: Cuujer he BeyHo mazjatu. 3aTo IITO CTe IPOMUjEHNUIN TEMY.
Io nocweatbu myT. >

Ctuncke ¢urype Koja cy penaTuBHO decTe y IImHTepoBOM mpaMm-
CKO-TIOETCKOM U3pasy cy anadope, eitudope n cumiinoxe. Vlako ux je
Beh 61710 y IMTHpaHNM OIOMIIVIMA, K0 YUTYCTPALMjy HaBOAVIMO jeflaH
IIeCHIYKY MOHOJIOT U3 ipame ,,Ilejsax” y kojeM cy 3acTymnbeHa Tpu Io-
MEHYTa IUPCKa apanenusma:

»DET: la 1 cy Me oBe >keHe IIO3HaBaje? Ja HMUCAM YIAMTIIA HUXOBA
nmua. Ja HUKaja Ipe HucaM BUJieNa hIX0Ba JINIA. Ja HUKaJa [Ipe HucaM
BIJIENIa OBE XKeHe. Y TO caM CUTypHa. 3alTo Cy Me nocmarpane. Hudger
YYIHOT HeMa Ha MeHM. Hurder 4yIHOT y OHOMe KaKo ja U3I7iefiaM. Ja usrie-
f1aM Kao u 6110 Ko apyru.“?!

Ha camoMm Kpajy omioMKa y pedeHnnama ,Huder gyygHor Hema y
OHOMe KaKo ja M3I/IefjaM. Ja U3IjiefiaM Kao ¥ OMJI0 KO IPYTH ', 3amaxa ce
u flanunoZuja — Gurypa xoja 3ajegHo ca anagpopoM, ennudopoM 1 CUM-
IUIOXOM IIPUIIaJia TPYIM IMPCKUX Tapajennusama.

Kao manpjaH cTMXOMMTHjU KOjOM ce yOp3aBa IeCHUYKM PUTaM,
ITnnTEp Cce Cy>XM U CTUMJICKMM CPe[ICTBMMA KOjuMa ce TIECHMYKI pUTaM
ycriopaBa. OMIWBEHO CPEACTBO KOjUM Ce OH Y TY CBPXY C/IYXXU jecy Hay-
3e IITO ce MOXKe BUJETU Y OIJJIOMKY 13 fpaMe Ilejzac:

»DET: [IBe >xeHe cy Me moIjiefajie, OKpeHyse cy ce u mwbute. He. Ja cam

XOflajzla OHe CY CTajajle. Ja caM ce OKpeHyIa.

Iaysa.

360r 4era miegaTe?

Iaysa.

Hucam To pexna, mumbnuna cam. OHfja caM UX I7efana.

Haysa

Jlema cam.

Haysa

20 Harold Pinter, Ni¢ija zemlja, Op. cit., str. 276.
21 Harold Pinter, Landscape in Plays Three, Op. cit., p. 169. (moj prevod)

,Beth
Did those women know me? I didn’t remember their faces. I'd never seen their faces before.
I'd never seen those women before. 'm certain of it. Why were they looking at me? There’s
nothing strange about me. There’s nothing strange about the way I look. I look like anyone.“



Hacnehe

Opurerana cam Hatpar 1o necky. OH ce 610 okpenyo. Hoxxuu mpcrtu cy
My 61/ y TIecKYy, I/IaBa 3armbypeHa y pyke. ??

Ycnopemwe putMma IInHTep mocTike 1 maysama y camMoj pedeHuIu
(...), Kao u flonasmarwem. OBO ce yoyaBa y OIJIOMKY U3 pame ,, [ yimn-
Ha“, MHa4Ye KapaKTepUCTUIHOM IIO MIPEIUINTABY U YKPIITABY permKa
KOje 13rosapajy iBa nmka — Enen u Pamsn:

»EJIEH: Kaga TpumM ... Kajia TpUMM ... KaJia TPUMM ... IPEKO TPABE ...
PAM3MU: Ona n1ebnyu ... moga MHOM. JIeOau ... 10jja MHOM.

EJIEH: Oxkpehem ce. Oxpehem. Kpyxxnum. Kmusum. Kpyxum. Y omam-
myjyhoj cBermoctu. XopusoHT ce ymamaBa of cyHia. Ceerno Me je
CMpBMIIO.“

3a pasnuKy off UMaXKMCTUYKMX C/IMKA Ca jaCHO OLIPTAHMM JIeTa/bUMa,
y IIuHTEepOBOM APaMCKOM NECHUIITBY NPUCYTHE CY M MOAEPHUCTUIKE
C/IVIKe NIPUTYLIeHVX TOHOBA Y KOjUMa JieTa/byl HUCY (QOKYCUpaHU. JefHy
O]l TAKBMX C/IMKa HaM floyapasa Pamsu, nuk us gpame Tuwmuna:
»PAMB3VI: Ilonekan Bugum /pyfe. OHM Uy Ka MEHM, He, HUje TaKO, UJY Y
MOM IIPaBIy, a7y HMKAJl He CTIDKY /10 MeHe, cKpehy /1eBo, Wan HecTajy, a
OHJIa ce TIOHOBO II0jaBIbYjy, Aa 61 HECTa/MN Y LIYMI.
Tako je MHOTO HauMHa J1a MX M3TYOUTE U3 BULHOT 110/ba,  OHJIA [Ia UX Bpa-
TUTE y BUIHO nojbe. Ha mpBu nornes cy pasroBeTHN ... OHJA HEjacHN ... ITa
ce ry6e ... ITa ce OIeT BUJle Ha MAXOBe ... I1a HecTaHy. >4

22 Ibid., 168. (moj prevod)

»Beth

Two woman looked at me, turned and stared. No. I was walking, they were still. I turned.

Pause.

Why do you look?

Pause.

I didn't say that, I stared. Then I was looking at them.

Pause.

I am beautiful.

Pause.

I walked back over the sand. He had turned. Toes under sand, head buried in his arms.“
23 Harold Pinter, Silence, in: Plays Three, Op. cit., 198. (moj prevod)

,Ellen
When Irun ... whenIrun.. whenIrun .. over the grass.
Rumsey
She floats ... under me. Floating ... under me.
Ellen
I turn. I turn. I wheel. I glide. I wheel. In stunning light. The horizon moves from the sun. I
am crushed by the light.*
24 Ibid., 198. (moj prevod)
»Rumsey

Sometimes I see people. They walk towards me, no, not so, walk in my direction, but never
reaching me, turning left, or disappearing, and then reappearing, to disappear into the
wood.
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Y anaymmsu IIuHTepoBe gpaMcke Ioe3uje TEIIKO Moke Ipomahm
HaIJIallleHa TIeCHMYKa OpTaHM3alMja MOeTCKMX LiennHa. [Inarep Hanme
romMmuIa IojefyHe pedy Koje MMajy CPOJHO 3Hadere y LM/bY OC/IMKa-
Bamba 3ryCHYTUX M HAIIETUX ocehama CBOjI/IX nukoBa. OBakaB IIOCTYIIaK
ce y 1oe3ujy Ha3MBa WAy ionoZuja a onCcTyname of 0OMYHOT, IPO3HOT
rosopa IIunTep ocTBapyje u rpynucameM peun 1 U3pasa pemMa mbuxo-
BOj CHa3yM OJHOCHO eKCIIPeCMBHOCTH Kpempajyhu Ttako 2pagauuone u
xuiiep6onuune cTpykrype. CBe TO je IpUCYTHO y crefieheM OfoMKy U3
npame Iaiyouu:

»JIEH: ... Marybux xpapeBcTBO. [IpeTnocraBpaM ja MPUINYHO BOANTE
padyHa o cTBapuMa. [Ja mu 3Ham fa cre i u IInT 1Ba KOMenMjalIa U3 Mjy-
3uK xona? Illta ce pemasa? lllta pagure kax cte camu? [la 1 ussopute
Heky mec? IIpernocrasbaM Ja OIpUIMYHO BOGUTE padyHa O CTBapuMa.
Ja Takobe nmam u cBoje 6maro. OHo je y MoM yriy. Cse je ycknabeno ca
TAYKOM IJIEAMINTA YI/IA. Ja He ApXXUM 6ud. Ja caM papuu yoBek. [Tokopa-
BaM ce BO/bM yI7Ia. PaguM Kao po6. JemHO BpeMe caM MUCIINO Jia caM My
yMakao, a/I OH HMKaJfia He yMMpe, HUKafla Hije MpTaB. XpaHVUM Ia, J0O6po
je yxpameH. Ja HeMaM Apyror 1360pa Hero jja My JjaM 3a je/Io CTBapy Koje
MU HEeKO BpeMe U3ITIeajy BpeHe U LITO je 6MI0 BpegHO IpeTBapa ce y
rHoj. He mory HumTa fa cakpujem. Ha Mory Huirta ja ocTaBUM Ha CTpa-
Hy. Humra ce He MoXe yIUTe[ieTy, HUIITA Ce He MOXKe CAKPUTH, HUILITA
ce He MOXKe CayyBaTy, OH 4eKa, OH jefie, OH je IIPOXKAPJbUB, TU CI Y BEMY,
IuT je y ey, CBU CTe BU Y MOM yITTy. >

3axBaspyjyhu ogpebenyM rmacoBHUM 1 $ppa3eononIKuM 0OpTUMA,
IIOjeIVIHY TTOETCKM Jie/toBu [IMHTEepOBNX ApaMa NoNnpuMajy unkaniia-
wuenu ToH. Y npamu Ilauiypuu, VHKaHTaIja je BULIECTPYKO IPUCYT-
Ha a1 je MOXK/Ia HajeeKTHMja y O/IOMKY KOj/ HaBOJUMO:

»JIEH: ... OBo je Moje ynoputure. Ty Hema nmayunse. Cse je uncro u 6ora-
T0. Moxxpa he jyrpo nohu. Ako jyrpo nobe ono nehe yHumrutn Hu Moje
YIOPMIITE HU MOjy pacKoll. AKO je y HOhy MpadHO MIu CBET/IO, HUIITA

So many ways to lose sight of them, then to recapture sight of them. They are sharp at first
sight ... then smudged ... then lost ... then glimpsed again ... then gone.“
25 Harold Pinter, The Dwarfs, Op cit., 95. (moj prevod)

»Len: ... T've lost a kingdom. I suppose you're taking good care of things. Did you know that
you and Pit are a music hall act? What happens? What do you do when you're alone? Do you
do ajig? I suppose you're taking good care of things. I've got my treasure too. It’s in my corner.
Everything’s in my corner. Everything is from the corner’s point of view. I don’t hold a whip.
I'm a labouring man. I do the corner’s will. I slave my guts out. I thought, at one time, that I'd
escaped it, but it never dies, it’s never dead. I feed it, it’s well fed. Things that at one time seem
to me of value I have no resource but to give it to eat and what was of value turns into pus. I
can hide nothing. I can’t lay anything aside. Nothing can be put aside, nothing can be hidden,
nothing can be saved, it waits, it eats, it’s voracious, you're in it, Pete’s in it, you're all in my
corner.



Hacnehe

He JI0/a3M Kao cMeTiba. VIMaM cBoj KyTak. Yk/bemiteH caM. OBo je mope-
JIaK MOj 1 Kpa/beBCTBO Moje. Hu rac ce He uyje. %6

[Toesujy y IIuHTepoBUM ApamMaMa Halma3uMo M y OOMMKY Mannx
dparmMeHaTa Koji OKpy>KeH! IIPO30M, 4eCTO OaHATHOM, JieNyjy Kao Mu-
HUjaTypHM IoeTcKu gparybu. OfnoMak us gpame Meceuuna 3appiiaba
Ce jeTHOM TaKBOM II0€TCKOM MMHUjaTypOM:

»EHJN: T1a unak, npusHaj. VI Tu cu ofgyBeK rajuna sgpaBy XKy[gby Ipe-
Ma Mapuju. A u oHa pema Te6u. VI gonycTy My fja HeITO AeMHUTUB-
HO pasjacHyuM. Hukaja Hucam 6uo jpy6omopan. Hucam 61o /pyb6oMopan
taga. Hutu cam ;ey60oMopaH capa.

BEJI: 3amro 61 1 610 /by6oMopan? Ona T je 6una pydaBHuIa. Tokom
CBMX PaHMX I JIEIIMX TOfMHA Haller Opaxa.

EHJIV: Mopa pa me je noacehasna Ha Tebe.
Iaysa.

IIpomnocr je marna.

Haysa.

JenHoM ... CehaM ce Tora ... jefHOM ... jeHa >KeHa MM je TIpUIIA y 3aMpa-
YeHOj COOM.

Haysa“?’

JIupcka MecTa ce cacBUM HeodeKMBaHO Mory Hahu u y mpamama
KOje HICMO O3HA4M/IV KaO IIOETCKE, I1a YaK I y paMaMa ca IOMUTUIKOM
CaJIp>KMHOM Koje je IImHTep mucao y mosHoMm nepruopy cBoje Kapujepe.
pama Bpeme 3a6aee, 3aBpiaBa ce jako JIEIUM JTMPCKUM MOHOJIOTOM
KOj! YMHU 3alamyjyhu KOHTpacT y OGHOCY Ha pPasroBope KOjiu ce CBe
BpeMe 4yjy Y ApaMI M KOjU Cy IIyHUM arpecuje u msomnadeHoctu. Mo-
HOJIOT MHa4e M3roBapa )XpTBa IMOMUTUYKOT Tepopa, Maafuh 1Mo nMeHy
[Tnmm:

»[IVIMI: Ilonekap uyjem ctapu. OH/ia je CBe MUPHO.

Vmao cam nme. [Iumu. 3Banu cy me I[Tumn. To mu je 6mno ume.

Ilonekap uyjem ctBapu. OHpa je cBe MupHo. Kaja je cBe MupHO, uyjeM
COIICTBEHO CpIIE.

A xana HacTaHe y>kacHa Oyka, He uyjeM Huiuta. He uyjeM, He puiueM.
Crnen cam.

26 Ibid., 84-85. (moj prevod)

»Len: ... This is my fixture. There is no web. All's clear, and abundant. Perhaps a morning
will arrive. If a morning arrives, it will not destroy my fixture, nor my luxury. If it is dark
in the night or light, nothing obtrudes. I have my compartment. I am wedged. Here is my
arrangement, and my kingdom. There are no voices.*

27 Harold Pinter, Mesecina, Op. cit., 98.
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OHpa je cee mupHo. YUyjeM orTkylaje cpia. To ¢y BepoBaTHO OTKyLaju
Mora cpra. To cy BepoBaTHO OTKY1ajy Cplia HEKOT IPYTOT.

[Ita cam ja?

ITonekay, BpaTa TpecHY, 4yjeM HeKe I7acoBe, OHfla IIpecTaHy. Cse mpe-
craje. CBe To mpecTaje. CBe ce 3aTBapa. 3arBapa ce. Ckyama ce. Ce ce
ckmana. 3aknamna ce. Bume Hukan Huinta He Bupmm. Cepum ynujajyhn
Tamy.

To nmam. Tama je y Mojum ycTuMa 1 ja je ycucasaMm. To je jequHo 1ITO
uMaM. Moja je. Moja. YcucaBam je.”

OxonuaBajyhu anamusy IInHTepoBe Apamcke moesuje, mobujamo
VICTM OHAj YTUCAK Koju ce Hamehe u NMpUIMKOM pasMaTpama HeroBOT
IIPO3HOT JPAMCKOT M3pasa a TO je yTUCAK O je3NYKOj eKoHomuju. Vs
HaBeJJeHMX IOeTCKUX OfIIOMaKa ceé MOITIO BUJIETH Jla HeMa CYyBUIIHMX
peun u npasHux cekBeHUM. OBO ce OJHOCH YaK M Ha IIOETCKE JIeI0Be
KOJU Ce 4MHe PACIUIMHYTUM YC/el, Ilay3a U IoHaB/bama. J y muma je
CBaKa ped, CBaKa I1ay3a Ha CBOME MeCTY U allCOTyTHO CBaKa je Of €CeH-
LMja/IHOT 3Ha4aja 3a LIeJIOKYIIHY CTPYKTYPY jep caMo 3[py>KeHe JOIpu-
Hoce omurteM yTucKy. Cam ITunTep je TO y Buile HaBpaTa MCTUIIAO, Ha-
I/IalIaBajyhy Ba)KHOCT YaK ¥ MHTEPITYHKI[MjCKMX 3HAKOBA.

Mako Huje mpuCyTHa y LI€JIOM OIYyCy HUTH j€ IIO[je[THAKO PacIo-
pebena y mpamama Koje Bake Kao moeTcke, IIMHTepoBOj HpaMcKoj
H0e3Nji ce He MO)Ke OCIIOPUTHU YyOeI/BbMBOCT M CHara 6mIo ja je y mu-
Tamy Moesuja CUTyanuje i noesuja jesuka. Ilpuxsarajyhu nckycraa
NECHMYKMX IIPaBalia Kao IITO Cy MMaK/3aM U Haapeanusam, [lunrep je
CBOjUM OCOOEHUM IIOETCKUM CEH3MOMINTETOM CTBOPMO jefHY ayTeH-
TUYHY aBaHTap[Hy JPaMCKy I0e31jy Koja He IOfIeXKe HUKaKBMM IIpa-
BIIMMA HM Knacudukanmjama. Hama anamisa npeacrasba IOKYIIAj ja
ce ofpefie BeH) TOKOBY U MICTAKHY CIIeIV(PUIHOCTIL.

ITnnTepoBa paMcKa 1oesuja je IIof 9UCTe IOeTCKe MHCIMpaLyje
¥ Kao TaKBa, Ma KOJIMKO V3I/Ieflala HeKOXepeHTHa, oHa he yBek 3pauntu
OHOM HEOJ[0/bYIBOM CHAarOM ! CB&KMHOM KOja HeIIpecTaHo 3a/j0011ja HOBe
obo)kaBaTesbe U MI3HOBA MHCIIMpuILe Kputndape. bynyhu gaxie na je 06-
HOBM €HITIECKOT IIOETCKOT T€aTpa Jao OPUIMHAJIaH U YII€9aT/bUB JOIIPU-
Hoc, [InHTep, yBepeHN cMo, 3aciIyXyje fAa ce YBpCcTu Mehy aBaHrapaHe
IIECHMKe TI030pHUIIE — MOXKJJa paMe y3 paMe ca Camjyenom bekerom.
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Tomislav Pavlovi¢

THE POETRY OF PINTER’S THEATRE

Summary

The essay concentrates upon the poetic quality of Pinter’s plays. Lyric inspiration in fact
never left Pinter, not even in his older years when it was successfully transformed and infused
into the monlogues and dialogues of his dramatis personae. Pinter’s poetic arsenal includes the
impressive metaphors and images created by means of both traditional and modern stylistic
devices, the latter often belonging to the sphere of unspeakable. The poetry of Pinter’s theatre
fuses the heritage of imagism and surrealism and the poetic achievements of Beckettian theatre
of absurd. Although its intensity and quality varies in the body of Pinter’s plays, it considerably
contributes to their artistic strength.
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PINTEROV ,,TEATAR JEZIKA*

Svrha ovog ¢lanka je da da predstavi tipi¢no pinteresknu stilistiku
najprije privlaceéi paznju na ranu i kasniju recepciju Pinterovog dram-
skog opusa, a potom analizirajudi stileme poput maniristi¢kih dijaloga i
verbalnih ponavljanja na primjerima komada The Room, The Birthday
Party i The Caretaker.

Klju¢ne rijeci: teatar apsurda, kitchen-sink, komedija prijetnje,
dramski jezik, komunikacija, manirizam, dijalog/duolog, ponavljanja,
stil

Iznimno je teS§ko razmatrati dramski opus Harolda Pintera u vakuumu,
bez prizivanja njegove karijere glumca i spisatelja, te rane i potonje re-
cepcije njegovih djela, jednim dijelom i iz razloga $to je sve navedeno
formiralo i jo$ uvijek formira pokusaje klasifikacije Pinterovih drama.
Vecina kriticara danasnjice sagledava dugogodisnju spisateljsku karije-
ru ovog nobelovca sa stanovista postmodernistickih knjizevnih teorija
kao i kroz vizuru politicki angazirane knjizevnosti upravo zbog kasnijih,
vrlo naglasenih politickih stavova i javnih istupa samoga Pintera. Svo-
jevremeno se Pintera pokusalo ocijeniti kroz perspektivu tad najnovijih
pravaca u savremenoj britanskoj i evropskoj drami, ukljucujudi i teatar
apsurda Becketta i kitchen-sink dramu Osbornea, kao i naturalisticku
dramu Strindberga, $to zbog tematike, $to zbog stilskih osobina Pinte-
rovih drama. Danas se bez ikakvih predrasuda uzima za ¢injenicu da
Pinter ne pripada isklju¢ivo niti jednom od navedenih pravaca, nego da
se nadovezuje na svoje prethodnike u stvaranju sebi svojstvenog dram-
skog izri¢aja, tako da se, kada se Pinter uzima za predmet rasprave i
izu¢avanja, uglavnom govori o njegovim ranim komedijama prijetnjel,
srednjim pretezno intimistickim komadima, te kasnim izric¢ito politic-
kim dramama, koje sve neizostavno nose pridjev pinterovske, odnosno
pintereskne.

1 Termin koji je na Pinterove drame prvi put primjenio Irving Wardle 1958 prilikom analize
The Birthday Party/Rodendanske zabave.
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Iako su se Pinterovi prvijenci susreli sa izuzetno lo§im prijemom
kod publike i velikog broja kriti¢ara, relativno rano su njegovi kolege
dramaticari prepoznali i izdvojili njegov nesumnjiv talenat iz plime na-
dolaze¢ih nada britanskog teatra. Tako je ve¢ 1961, samo cetiri godine
nakon prvog komada The Room, Noel Coward za Pintera imao rijeci
pohvale:

He uses language marvellously well ... a superb craftsman, creating
atmosphere with words that sometimes are violent and unexpected. (pre-
ma Innes 2001: 279)

Data godina je znamenita i zbog objavljivanja danas opcepoznate i
proslavljene analize Teatar apsurda u kojoj je Martin Esslin Pintera kla-
sificirao kao jednog od sljedbenika Becketta, a na osnovu karakteristika
njegovog dramskog stila i idioma. Tako ¢e Esslin kasnije preispitati svoju
isuvise gorljivu sugestiju, eslinovsko etiketiranje Pintera kao apsurdiste
¢e potrajati cijelu deceniju, da bi se, ve¢ od sedamdesetih godina ovog
stoljeca, poceli javljati kriticari poput Bernard E Dukorea i Ronalda
Haymana, koji Pintera udaljavaju iz okrilja teatra apsurda i priblizavaju
naturalistickom teatru. Ne$to malo kasnije pojavit ¢e se i Kennedy sa
svojim analizama dramskih jezika, te ¢e govoriti o maniristickim duolo-
zima/dijalozima? kod Pintera. Iako su primjetne znacajne razlike u pri-
stupima i interesima te odabranom korpusu na kojima su njihove analize
zasnovane niti jedan od izucavalaca i postivalaca Pinterovog opusa nije
propustio ukazati na ¢injenicu da kroz svoje drame, bez razlike da li su iz
ranog ili kasnijeg perioda njegove karijere, Pinter vrlo uspjesno proble-
matizira pitanje meduljudske komunikacije. I ta tvrdnja, kao uostalom i
mnogi drugi aspekti dramskog dijela opusa datog spisatelja, je podstakla
daljne rasprave i neslaganja buduc¢i da su pojedini kriticari smatrali da
Pinter ukazuje na nemogucnost i nesposobnost ostvarivanja komunika-
cije, te su njegov rad svrstavali u teatar ne-komunikacije. Medutim, ka-
sniji kriticari su odlucili da vjeruju samom autoru koji je utvrdio da:

I think, [...] that we communicate only too well, in our silence, in what is
unsaid, and that what takes place is continual evasion, desperate rearguard
attempts to keep ourselves to ourselves. Communication is too alarming.
(u Esslin 1973: 47)

Dakle, Pinter ne pokusava docarati nemoguc¢nost i nesposobnost
ljudi da medusobno komuniciraju i da se razumiju, nego upravo njihovo
izbjegavanje da to ¢ine. Prema tome njegov teatar nije teatar nekomuni-

2 Termin ,duolog® koji se u ovom ¢lanku koristi da bi referirao na dijaloske razmjene izmedu
samo dva lica potice upravo iz Kennedyjeve knjige Dramatic Duologues of Personal Encoun-
ter.
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kacije, nego kako to Esslin kaze ,teatar jezika“ (Esslin 1973: 48), jezika
koji gledaoce i kriti¢are istovremeno zbunjuje i nadahnjuje.

Majstorstvo ovog dramaticara u oblikovanju jezickih i nejezickih
izri¢aja ocito je ve¢ od samog pocetka njegove karijere, jer je ve¢ u tkivo
svoje prve drame, jednocinke The Room/ Soba/, Pinter ugradio osnovne
karakteristike svih kasnijih komada. Izmedu ostalih najprominentnija je
upotreba tisine® i ponavljanja, $to je i navelo mnoge teoreticare i kriti-
¢are da Pintera stave u istu ravan sa Beckettom i Ionescom. Ni njegov
naredni i prvi duzi komad, The Birthday Party/ Rodendanska zaba-
va/ nije odagnao ovaj utisak upravo zbog jezickih igara koje dominiraju
ovom dramom, a koje nas podsjecaju na igre dvaju skitnica iz Waiting
for Godot.

Za Pintera se takoder tvrdi da mu je izri¢aj izuzetno ekonomican i
nadasve poetski. lako njegov teatar nije poetski teatar T.S. Eliota, pasuse
koje Pinter dodjeljuje pojedinim svojih likovima, poput Mickovog sanja-
renja o preuredenju kuce u drami The Caretaker/Nadstojnik/, su izuzet-
no liri¢ni. Jako nam se isprva moze uciniti da Pinterovi likovi isuvise pri-
&aju, kao $to je to slucaj sa njegovim Zenskim likovima iz ranih drama>,
dublja analiza ¢e nas natjerati da priznamo da ni u govorima ovih likova
ne postoji nista redudantno. Kako je to Peter Hall u svom ¢lanku ,,Di-
recting the plays of Harold Pinter” jasno precizirao: ,.... Nothing is there
for decoration. ... His lines have a shape and an economy, which the actor
cannot ignore.” (u Raby 2001: 151- 152). Ipak, ekonomic¢nost u strukturi
djela o kojoj Hall govori dramama ne oduzima njihovu viSezna¢nost.
Iako je Pinter uporno isticao kako njegove drame znace upravo ono $to
im je u naslovu i iako se zapleti mogu svesti pod jednu recenicu, one su
vrlo bogatog podteksta, te ostavljaju prostora za razli¢ita tumacenja koja
ne moraju nuzno biti u proturje¢ju. Upravo iz navedenog razloga Pinte-
rov opus se ne moze svrstati isklju¢ivo pod samo jednu liniju dramskih
dostignuca britanskog i evropskog teatra i upravo iz istog razloga Pinte-
rove drame dozvoljavaju i postmodernisticki pristup u analizi.

Maniristicki dijalog/duolozi

Sve tri Pinterove drame na kojima je ova analiza zasnovana® obiluju
duologkim i dijaloskim formama. Povremeno su dati i upecatljivi mono-

3 Vise o figuri $utnje kao stilskom i znacenjskom elementu te sli¢nostima i razlikama u upotrebi
date figure koju Beckett i Pinter pokazuju u svojim djelima se moze naci u ¢lanku ,,Govor tisi-
ne: Dramske pauze u djelima Samuela Becketta i Harolda Pintera“.

4 Vidjeti gore citirano djelo Martina Esslina, potom esej Petera Halla, te napomenu Marine Kat-
ni¢-Bakarsi¢ o Pinterovim didaskalijama i replikama u djelu Stilistika dramskog diskursa.

5 poput Rose iz drame The Room.

6 The Room, The Birthday Party i The Caretaker.
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lozi i u svakoj od ove tri drame imamo najmanje po jedan solilokvij kada
likovi urone u emotivno nabijeno sanjarenje ili reminiscenciju do te mje-
re da isklju¢uju ostale likove na pozornici, $to je podcrtano i odgovara-
ju¢im osvjetljenjem. Najpintereskniji su ipak oni duolozi koji prerastaju
u monoloske jedinice i koji podsjecaju na igre Vladimira i Estragona iz
Waiting for Godot. Primjer takvih su epizode ispitivanja i zapravo ,,is-
piranja mozga“ kojem McCann i Goldberg podvrgavaju Stanleyja u The
Birthday Party, zbog Cega je ova drama i eho navedenog Beckettovog
komada. Dakako, i u jednoj i u drugoj drami ovakvi pasusi ubrzavaju
tempo odvijanja radnje, no njihova funkcija je vrlo razli¢ita. Pinterove
dijaloske razmjene ovakvog tipa, koje su kao i kod Becketta zasnovane
na modelu ritmi¢nog ,,dobovanja“ klauna iz mjuzikala modernog doba,
pridodaju narastajucoj tenziji i kreiraju prijete¢u atmosferu u drami.
Goldberg i McCann samouvjereno vladaju scenom i ne ostavljaju pre-
vise prostora Stanleyju da uopcée odgovori na verbalne napade, nego im
je cilj da nametnu vlastitu dominaciju i zastrase Stanleya u pokornost.
Rijec¢i/ verbalizmi su u ovakvim pasusima upotrijebljeni poput veoma
snaznog oruzja. Nije bitan sadrzaj niti moguce znacenje recenica’, nego
zapravo njihov kontekst i atmosfera koju proizvode.

Pinter vrlo uspjesno imitira svakodnevni idiom srednje klase i svo-
jim likovima dodjeljuje govorne razmjene koje nalikuju onima iz na-
turalistickih drama, ali upravo to prenaglasavanje idioma u prvi plan
stavlja neprirodnost duologkih razmjena. Kako je to Kennedy ustanovio,
Pinter svjesno i sistematski remeti logicku utemeljenost segmenata dija-
loga/duologa i gradi stil koji je poput ,,linguistic shadow-boxing™ (1983:
220), tokom kog ,verbal exchanges turn[ing] into verbal games people
play“(1983: 220). Sam dijalog time ukazuje na ,,i§¢adenje” susreta dvaju i
vise likova koji su ,, fuelled by paranoid distrust and unpredictible bursts of
malice” (Kennedy 1983: 21). Is¢asena komunikacija je otjelovljene para-
noi¢nih susreta u svijetu zlobe iz kog izvire neprestana prijetnja, potreba
za dominacijom i poniZavanjem drugog, $to samo po sebi definira i ka-
rakterizira komade iz domena komedije prijetnje.

Ponavljanja u polju verbalnog dramskog izricaja

Kako je ve¢ ranije precizirano, Pinter kroz svoje komedije prijet-
nje, kao i cijeli kasniji opus, vrlo karakteristicno govori o problemima
u komunikaciji i meduljudskim odnosima modernog i postmodernog
drustva, pri cemu se oslanja i nadovezuje na dostignuca velikana evrop-
ske i posebno britanske scene, medu ostalima i Becketta. I sam Pinter je

7 Tim vi$e §to u ovom nema apsolutno nikakve logi¢ne veze izmedu lingvistickih segmenata.
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priznao utjecaj koji je na njega izvrsio njegov neposredni prethodnik u
»teksturi“ komada (prema Innes: 280). Upravo su ponavljanja onaj ele-
ment ,teksture koje je Pinter jednim dijelom naslijedio od Becketta, ali
i nadogradio i time stvorio vlastiti izricaj.

Kako je ve¢ sugerirano u ovom ¢lanku, posebnost pinteresknog stila
¢ine jezicka ponavljanja, koja nalikuju beckettovskim ali postoji razlika
u funkciji, pa samim tim i u poruci koju ova dva dramaticara odasilju.
Kao i kod Becketta, i kod Pintera nalazimo na dublete, triplete, manje
ucestali su kvadripleti, no nadi ¢e se i pokoji udaljeni refren, te pulsari®.
Iako Pinter vrlo cesto koristi jednostavne dublete, pogotovo za karak-
terizaciju lika Daviesa u drami The Caretaker, naj¢esca su eha. Upravo
su eha osnova za ostvarivanje tragi¢nog patosa na onim istim prizorima
koji su publici isprva bili komicni. Tako, na primjer, u drami The Room
eho: ,It’s murder.“ (Pinter 1985: 101), koji Rose izri¢e na samo pocetku
aludirajuci na vrijeme vani koje stoji u kontrastu sa prividnom toplinom
njenog sigurnog doma, odjekuje u rije¢cima gde Sands: ,,Its murder out
(Pinter 1985: 110) sa istom aluzijom, no na koncu drame kada dolazi do
stvarnog ubistva Rileyja sama sintagma zadobija polisemi¢nost i opred-
mecuje metaforicko znacenje, te u isti mah mijenja karakterizaciju pro-
storije u kojoj Rose boravi i pretvara je iz sigurne luke u ,ubita¢no” i izu-
zetno nezasticeno obitavaliste. Isto tako, u navedenoj drami rijeci koje se
povezuju sa sposobnosti vida dominiraju s pocetka i naglasavaju Rosein
osjecaj nesigurnosti i manjak zelje da upozna bilo $ta izvan svoje sigurne
luke, tako da ¢ujemo sljedece: ,Just now I looked out of the window.
(Pinter 1985: 101, naglasila 1.C.); ,,I've never seen who it is? Who is it?“
(Pinter 1985: 102); ,,Id better have a look at those pipes. (Pinter 1985:
106); ,,I could swear blind I've seen that“ (Pinter 1985: 106) i sli¢no. Pred
kraj drame rijeci se materijaliziraju u sceni kada Rose dotice o¢i slijepog
Rileya, te, nakon njegovog brutalnog ubistva, u potpunosti oslijepi.

U drami The Birthday Party ovakva upotreba eha je jo§ naglase-
nija, s tim da se vrti oko sposobnosti verifikacije necijeg identiteta, te
rodenja, odnosno, preporodenja. Refrenski eho je ujedno i prva duo-
logka razmjena koja se odvija izmedu Meg i Peteya. Neprepoznavanje i
nemogucnost ustanovljavanja identiteta ¢e odjeknuti i nesto malo kasni-
je kada se Stanley obrati Meg sljede¢im rije¢ima: ,,... Tell me, Mrs Boles,
when you address yourself to me, do you ever ask yourself who exactly
you are talking to? Eh?“ (Pinter 1985: 31) na $to Meg ostaje nijema i na-
kon poduze tidine mijenja temu razgovora. Pitanje identiteta se provlaci
i kroz igru kojom se protagonisti zabavljaju tokom proslave Stanleyevog
rodendana. Cilj igre je upravo pravilno identificiranje osobe koju glavni

8 Pojasnjenja datih termina se takoder mogu naci u ¢lanku ,,Dramski jezik Samuela Becketta®“
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protagonista dohvati dok su mu povezane o¢i, no kada Stanleyju povezu
o¢i, i kada nestane svjetla, igra poprima zastrasujudi rasplet, prije kojeg
¢ujemo sljedecu razmjenu:

GOLDBERG. Where is he?
MCCANN. Let go of me!

GOLDBERG. Who is this?
LULU. Someone is touching me!
GOLDBERG. Where is he?

[...]

GOLDBERG. What is it?

MCCANN. Who's that?

GOLDBERG. What is it? (Pinter 1985: 74-75).

Niti jedan od ucesnika igre nije u stanju pravilno razaznati identitet
osobe do sebe, niti je kasnije u stanju prepoznati vrisak uzasnute Lulu.
Pocetak tre¢eg ¢ina navedene drame ponavlja refrenski eho, s tim
da Meg vise ne doziva Peteya nego Stanleya, ¢ime se i na$a paznja u
potpunosti usmjerava na ¢injenicu da je u fokusu promjene identiteta i
novog ,radanja“ zapravo ovaj lik. Preobrazenje je potpuno uz obecanja
koja McCann i Goldberg daju Stanleyu:

GOLDBERG. We'll make a man of you.

MCCANN. And a woman.

GOLBERG. You'll be re-orientated.

MCCANN. You'll be rich.

GOLBERG. You'll be adjusted.

MCCANN. You'll be our pride and joy.

GOLDBERG. You’ll be a mensch.

MCCANN. You'll be a success.

GODLBERG. You'll be integrated. (Pinter 1985: 93-94).

Stanley viSe nije u stanju da izgovori smislenu rije¢ na $ta Goldberg
daje komentar koji odjekuje isprazno i ironi¢no: ,,Still the same old Stan.
[...]“ ( Pinter 1985: 95).

Jedan od dramski ironi¢nih eha koji svjedoci o Pinterovom majstor-
stvu da rijeci pretoci u sliku sa odgovaraju¢im emotivnim nabojem jest
i okrutna igra koju Stanley igra sa Meg na samom pocetku drame, koja,
zbog nepojmljivog i nelogi¢nog straha §to ga u Meg izaziva, gledatelja
najprije poziva na smijeh, no na kraju prelazi prag komicnog i izaziva
tragos:

STANLEY (advancing). They’re coming today.

MEG. Who?
STANLEY. Theyre coming in a van.
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MEG. Who?

STANLEY. And do you know what they’ve got in that van?

MEG. What?

STANLEY. They’ve got a wheelbarrow in that van.

MEG (breathlessly). They haven't.

STANLEY. Oh yes they have.

MEG. You're a liar.

STANLEY (advancing upon her). A big wheelbarrow. And when the van
stops they wheel it out, and they wheel it up the garden path, and then they
knock at the front door.

MEG. They don't.

STANLEY. They’re looking for someone.

MEG. They're not.

STANLEY. They’re looking for someone. A certain person.

Meg (hoarsely). No, they’re not.

STANLEY. Shall I tell you who they’re looking for?

MEG. No!

STANLEY. You don’t want me to tell you?

MEG. You're a liar! (Pinter 1985: 34)

U tom momentu Stanleyjevo zadirkivanje Meg prekida glasno kuca-
nje na vratima, $to likove ali i publiku iznenada trgne i podize dramsku
tenziju, tako da ni jedni ni drugi nisu u stanju da spoznaju po koga
te neke neidentificirane osobe dolaze, niti da li je ovo samo igra kojom
Stanley muci Meg, ili, zapravo, izrazavanje njegovih podsvjesnih straho-
va da ¢e ga neko odvesti iz utocista. Dakako, $ala u potpunosti prestaje
kada na kraju troc¢inke vidimo kako McCann i Goldberg odvode nije-
mog i izbezumljenog Stanleya upravo u istom autu o ¢ijem sadrzaju Meg
ispituje Petey malo ranije u drami®.

I drama The Caretaker je ustanovljena na ehu koji je sprva vrlo
smijesan da bi na samom kraju drame osmijeh ostao zaleden na licima
publike kada radnja prede prag komi¢nog. Kao i u The Birthday Party
ovaj eho se tice pitanja identiteta skitnice Daviesa $to ujedno odreduje i
osnovnu potku same drame. Na samom pocetku, iako mu niko ne trazi
pojasnjenje, Davies istice kako mora u Sidcup zbog svojih dokumenata
jer godinama koristi alijas Bernard Jenkins, dok mu je pravo ime Mac
Davies. Na upit Micka, koji najprije fizicki napada skitnicu'®, kako se
zove, Davies koristi svoj alijas. Nakon refrenskog duologa Mick ukazuje
na sli¢nost koju po njegovom misljenju Davies ima sa Mickovim stricem

9 Vidi Pinter 1985: 79. Iz date duoloske razmjene, a na osnovu potrebe da odgodi postavljanje
pitanje koje je muci, se moze zakljuciti da je za Meg strah stvaran, iako nije ona ti koju na
kraju odvode.

10 Sto je obja$njeno time da je Mick pomislio kako je Davies lopov, iako smo ga na pocetku
komada vidjeli da pritajeno posmatra Astona kako dovodi Daviesa u ku¢u.
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kojeg Mick nikada nije zvao stricem nego imenom Sid i koji je jednim
dijelom Indijanac a ozenio je Kineza i oti$ao Zivjeti na Jamajku, a potom
i na sli¢nost koju, po Micku, Davies ima sa nekim tipom (a bloke) iz
Shoreditcha. Ovim maniristickim i logicki nepovezanim govorom Mick
uskracuje Daviesu mogu¢nost identiteta bilo koje vrste, ukljucujuci
rasnu i rodnu diferencijaciju. I sam Davies je vrlo neodreden o svome
identitetu, jer ne Zeli otkriti Astonu koliko dugo su mu dokumenti u Sid-
cupu, ne pristaje odmah na ponude Astona niti Micka da bude kucepa-
zitelj, niti zeli Micku otkriti ¢ime se bavio pa, kad ga Mick upita: ,,I mean
you've been in the services, haven't you?, on nejasno kaze: ,Oh ... yes.
Spent half my life there, man. Overseas ... like ... serving ... I was.“ (Pin-
ter 1977: 59). Na posljetku, komi¢nost igara po pitanju identita prestaje
kada Mick utvrdi sljedece:

MICK. What a strange man you are. Aren’t you? You're really strange. Ever
since you come into this house there’s been nothing but trouble. Honest.
I can take nothing you say at face value. Every word you speak is open to
any number of different interpretations. Most of what you say is lies. You're
violent, you're erratic, you're just completely unpredictable. You're nothing

else but a wild animal, when you come down to it. You're a barbarian. And
to put the old tin lid on it, you stink from arse-hole to breakfast time.[...]

(Pinter 1977: 82-3, naglasila I. C)

Stavljanje znaka jednakosti izmedu nemogucnost verifikacije iden-
titeta Daviesa i divlje Zivotinje odnosno barbarina, Daviesu uzima i ono
malo dostojanstva i sigurnosti koju je pokazao pred Astonom trenutak
ranije, te mu ne preostaje ni$ta drugo do da moli Astona da ga ne izba-
cuje iz jedinog eventualnog utocista. Drama se i zavrsava Daviesovim
preklinjanjem neumoljivog Astona da mu pruzi jos jednu priliku da do-
kaze ko je tako $to ¢e donijeti svoje dokumente iz Sidcupa.

Svi Pinterovi likovi govore na sebi osoben nacin, te su i ponavlja-
nja koja se desavaju u govorima pojedinih likova, neka vrsta karakte-
rizacije. Ako se malo dublje zagledamo u konverzaciju koju vodi Rose,
primijetit ¢emo da se kod nje pojavljuje pulsar ,,room®, §to naglasava
njenu fiksaciju i potrebu da istakne sigurnost koju Zeli osjetiti time $to
posjeduje sobu, ali se postize upravo suprotno. Potom ponavljaju se ,,I
don’t know...“ ,Who is it?; §to govori o Roseinoj nesposobnosti!! da spo-
zna stvarno stanje stvari. Njeno uporno ponavljanje same sebe s pocet-
ka drame, kada pokusava da uspostavi komunikaciju sa Bertom, odaje
ispraznost njihovog odnosa, kao i dosadu, koju Rose osjeca i priznaje
prilikom suocavanja sa Rileyem. Rileyjev samouvjereni i blagi ton glasa
porazava Roseine napade i potrebu da zanijece da je ikad znala tog ¢o-

11 1li je to manjak Zelje?
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vjeka, $to govori o nemogucnosti verifikacije istine u svijetu kakav jeste.
Bert je, pak, dominantan partner koji ne progovara do samoga konca
drame. Onda kada se njegov ,,glas“ zacuje publika ostaje zate¢ena i zbog
obilatih seksualnih aluzija u njegovom monologu, ali i zbog potrebe da
rije¢ima i djelom ponizi i unisti Rileyja kada ga ovaj prekida re¢enicom:
»Mr Hudd, your wife-“12. Ovim je Bert okarakteriziran kao dominantan
i brutalan partner koji nikom u ,,svom zamku“ ne dozvoljava da pro-
govori bez njegovog izri¢itog dopustenja. Koli¢ina ispoljene brutalnosti
uznemirava Rose do te mjere da gubi vid ¢iji jednostavni triplet ,,Can’t
see. Can’t see. Can’t see“ i okoncava dramu (Pinter 1985: 126).
Kucepazitelj Kidd je isprva okarakteriziran kao vrlo enigmati¢na li¢-
nost i u tom pogledu $to kada prvi put kada posjeti Rose i Berta, na sve
Roseine upite najprije odgovara negativno, ili ponavlja postavljeno pita-
nje kao da zeli odgoditi saopcenje, a onda mijenja temu razgovora, pa se
na momente ucini kako ne ¢uje ili uopce ne slusa sta ga se pita. Jednako
nepovezana prica o sestri asocira ga na majku za koju smatra kako je,
mozda, bila Jevrejka i, iako mu Bert ne odgovara, uporno pokusava da
sazna kada ¢e Bert izaci i koliko dugo ce se zadrzati, za §to se u kasnijem
toku drame saznaju razlozi. Zbog svojeg izvrdavanja Kidd ne ostavlja
isuviSe uvjerljiv utisak na Rose, te, nakon $to on ode, ona veli: ,,I don’t
believe he had a sister, ever.“ (Pinter 1985: 110). Prilikom sljedece kuce-
paziteljeve posjete i Rose i publika saznaju da je direktni povod za Kid-
dovu misterioznost i uznemirenost Rileyjeva posjeta. U datoj duoloskoj
razmjeni, bez obzira $ta ga Rose pita, Kidd uporno odgovara ponavlja-
njem pulsara ,,I'm just telling you.“ (Pinter 1985: 119), $to nakon nekog
vremena potvrduje ranije stecen utisak da ne slusa §ta mu se govori i da
se samo zatekao u ulozi kurira, uloga koja mu je, o¢ito, vrlo neugodna.
Potrebu da se prijateljski komunicira i kada se nema $ta za redi, te
silna ponavljanja istih tematskih i jezickih jedinki $to je epitom za ispra-
znost i dosadu koja obiljezava ljudske Zzivote nailazimo i kod drugog
brac¢nog para, Meg i Peteyja. Megina neartikuliranost i nerafiniranost je
istaknuta njenom postapalicom ,,nice“i posebno oc¢ita u njenoj odluci da
Stanu nabavi djeciju igracku kada on ve¢ nema koncertni klavir, a njena
zdravica Stanleyju samo dodatno podrzava takvu karakterizaciju Meg:
MEG. Well - it’s very, very nice to be here tonight, in my house, and I want

to propose a toast to Stanley, because it’s his birthday, and he’s lived here
for a long while now, and he’s my Stanley now. And I think he’s a good boy,

12 Zbog datog prizora ova drama se smatra jedinim Pinterovim komadom gdje je na sceni
izravno prikazano fizicko nasilje. U svojim kasnijim ,komedijama“ Pinter ne pribjegava
takvom razrijeSenju sukoba, §to uz jezicku i mentalnu torturu, prijetnju i s njom povezane
tenzije zapravo ¢ini puno osjetnijom i efektnijom.
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although sometimes he’s bad. (An appreciative laugh from GOLDBERG.)
And he’s the only Stanley I know, and I know him better than all the world,
although he doesn’t think so. (,, Hear—hear* from GOLDBERG.) Well, I co-
uld cry because I'm so happy, having him here and not gone away, on his
birthday, and there isn’t anything I wouldn’t do for him, and all you good
people here tonight. ... (Pinter 1985: 65)

Sutljivi Petey je uglavnom odsutan sa scene osim u presudnim mo-
mentima kada pokusava da zastiti Stanleyja kao i suprugu Meg, $to nje-
gov idiom upravo i otkriva. Na samom koncu drame on ne nalazi rijeci
kojima bi saopéio Meg da je Stanley odveden i uporno ponavlja: ,he’s, te
na kraju podrzava Meginu pogresnu percepciju kako je ona bila ljepoti-
ca sa plesa, na ¢emu ona uporno insistiral?.

Pandan neartikuliranoj Meg je Stanley sa pocetka drame koji se vrlo
sposobno koristi jezikom da bi dominirao nad njom, te odvratio McCa-
nna i Goldberga od njihove namjere da odsjednu u pansionu. Rjeciti
Stanley vrlo brzo gubi svoju nadmo¢ u ,,sukobu volja“ sa ovim parom
likoval# i ve¢ na pola drame pocinje da ispusta nemuste zvukove koji ¢e,
na kraju drame, biti i jedini zvuk koji on uspijeva proizvesti. Goldberg
je, s druge strane, taj koji stvarno dominira i diktira tok radnje, a svojim
govorima odaje i distinktivnu prozai¢nost, kao i sklonost filozofiji:

GOLDBERG. Wrong! It's only necessarily necessary! We admit possibility
only after we grant necessity. It is possible because necessary but by no me-
ans through possibility. The possibility can only be assumed after the proof
of necessity. (Pinter 1985: 60)

Njegova rjecitost je dokaz da oni Pinterovi likovi koji su vjesti sa
rije¢ima, iako njima ne prenose bilo kakve informacije, su u prednosti
nad svim ostalim likovima, a njihova jezi¢na vjestina simbolizira civi-
liziranost i sposobnost dominacije. Identi¢na je situacija sa Mickom iz
The Caretaker, koji ne samo da je u stanju da se koristi ekonomskim i
tehnickim Zargonom, nego je i sklon upotrebi vrlo nesvakidasnjih rijeci
poput ,penchant® kako bi nametnuo svoju volju i zbunio Daviesa. Za
razliku od tog, Davies je lik ¢iji idiom ima najvi$e jednostavnih ponav-
ljanja. Navedeni idiom je Daviesu dodijeljen iz vrlo jednostavnog razlo-
ga; naime, on uporno pokusava da pronade pravi izraz za ono $to Zeli
iskazati, a §to mu nikako ne polazi za rukom, te je njegov refrenski ,,tag™:
»You understand my meaning?“ Daviesova brbljavost je stavljena u direk-
tan kontrast sa sporo$cu i Sutljivos¢u Astona koji, iako je vrlo prijateljski

13 na $to nam ukazuje kvadriplet ,,I was®koji se u posljednjem ponavljanju prosiruje u ,,.I know
I was“kao da Zzeli da 1 samu sebe ubijedi u nesto za $ta zna da nije ta¢no a kako bi odgodila
suocavanje sa istinom.

14 Borba koje je o¢ita prilikom njihovog upoznavanja i u adolescentnoj igri ustajanja i sjedanja.
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nastrojen prema Daviesu, otkriva svoj strah i Zelju da se kloni ljudi koji
ga samo mogu povrijediti. Astonova nesigurnost i nepovjerenje u ljude
se posebno otkriva u solilokviju koji tematizira elektrosokove kojima je
bio podvrgnut. Upravo potreba da podijeli nesto $to je vrlo li¢no i emo-
tivno utjeCe na Astona na takav nacin da mu ispovijest ne tece glatko
nego sa puno zastoja i ponavljanja. Karakterna postapalica koju ovaj lik
ponavlja: ,,I used to talk.“ (Pinter 1977: 63-64) navodi na zakljucak da je
za Astona komunikacija zastraSujuca, jer je upravo njegovo pretjerano
komuniciranje u proslosti dovelo do neugodnog tretmana, te ju je po-
trebno svesti na minimum. Cak i na samom kraju kada ga Davies pre-
klinje na sebi svojstven nacin da mu dozvoli da ostane, Aston zadrzava
svoju stoicku Sutnju.

Umjesto zakljucka

Sta na koncu reéi o dramaticaru koji je toliko kuden i hvaljen cijelim
tokom njegove karijere kako se to deSavalo Pinteru? Sta reéi o njego-
vim djelima koja su od samog njihovog nastanka zbunjivala i odusev-
ljavala njegove kolege, kriticare i publiku i odbijala da se podrede bilo
kakvoj rigidnoj klasifikaciji bez obzira da li se radi o ,teatru apsurda®,
»Kkitchen- sink drami, ,,drami naturalizma®, ,postmoderni®, ,,angazira-
noj knjizevnosti“ i slicnim etiketama za kojima knjizevni historicari i
teoretic¢ari zude? Kako pristupiti ¢itanju i analiziranju Pinterovih koma-
da i pri tom zadrzati vlastitu paznju samo na pojedinim aspektima koje
su trenutno ZzariSte analize a zanemariti sve ostale sastavne elemente
bez kojih komadi ne bi bili tako specificno Pinterovi a ne neciji drugi?
Kako obuhvatiti sve ono tipi¢no pinterovsko a ne napisati novo djelo?
Sta, na kraju krajeva reéi $to ve¢ nije re¢eno i time odati poc¢ast jednom
takvom velikanu britanske drame i teatra kakav je Pinter? Kompleksnost
njegovih komada ne dozvoljava iskljucivost bilo kakve vrste a njihova
originalnost ipak trazi zasebnost koju samo termin pintereskna drama
moze izraziti. Mozemo im se diviti, mozemo si ¢ak dozvoliti i luksuz da
nam se ne svide, ali ih ne mozemo ignorirati. Sam Pinter je dokazao da
ga se ne moze tek tako lako otpisati onda kada je, nakon cetverogodisnje
pauze u radu 2000. objavio dramu Celebration a potom, koncem te iste
godine, na scenu Cottesloe Teatra u Londonu postavio svoju verziju Pro-
ustovog A la recherché du temps perdu.

Kroz Pinterov teatar jezika govore i njegovi prethodnici ali i savre-
menici, $to se je jednim dijelom pokusalo osvijetliti ovim radom. Ipak,
on je u¢inio neophodan iskorak i progovorio na sebi specifican nacin
¢ime je stvorio jedinstven podoblik kojeg nije lako slijediti niti imitirati,
$to objasnjava i ¢injenicu da medu recentnijim britanskim dramaticari-
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ma nema onih koje bismo mogli nazvati sljedbenicima ili nasljednicima
Pintera.
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Ifeta Ciri¢
PINTEROV ,,TEATAR JEZIKA“

Summary

The purpose of this article is to present typically pinteresque style first by drawing attention
to the early and later response to Pinter’s dramatic work, and then by analysing the stylistic de-
vices of mannerist dialogues and verbal repetitions on the examples taken from The Room, The
Birthday Party and The Caretaker.
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COLLECTIONS,
PRESS CONFERENCE, AND PINTER!

Challenging the traditional genre distinctions of play, prose, and
poetry, Death etc., a collection of shorter pieces by Harold Pinter,
epitomises the work of a “political” author at the time of his being awarded
the Nobel Prize in Literature. My essay discusses Press Conference, one of
Pinter’s sketches for the stage, in the context of that particular collection.
While showing the ways in which a dramatic piece like Press Conference
turns into a piece of “writing,” or something which does not necessarily
presuppose a stage production, I attempt to find out to what extent Press
Conference is an expression of Pinter as a political writer.

Key words: Harold Pinter, Genre, Play, Politics

I

Some of the non-dramatic works by Harold Pinter are clearly marked,
for better or worse, as writings on “politics.” Simply put, we as readers of
any particular piece of Pinter’s prose do not have to wonder if the work
should be considered a political piece; all we need to do is to turn to the
current edition of the latest collection of Pinter’s non-dramatic works,
Various Voices: Prose, Poetry, Politics 1948-2005, and we will find that the
pieces of prose are conveniently categorised according to the headings
“prose;” “prose fiction,” and “politics” (1, 75, 181). The categorisation it-
self looks illogical; this nonetheless may precisely be the point. We are
led to believe that some of the non-dramatic pieces written by Pinter
no longer sit comfortably upon the genre “prose,” which, traditionally,
we have paired and contrasted with the genre “poetry;” as indeed can be
seen in a previous collection of Pinter’s non-dramatic works, Collected
Poems and Prose. It seems that the pieces which appear under the head-

1 The essay is reprinted from the journal Eibungaku (English Literature), published by: Waseda
University English Literature Society, Volume number: 93, Pages: 101-12, Date of publication:
March 2007, with kind permission from the editor.
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ing “politics” in Various Voices have severed ties with the tradition, while
still unmistakably being works of non-poetry.?

What we find in Various Voices is the beginning of a new tradition,
namely, the creation of a new genre, in this case, “politics,” which will be
put side by side with more familiar genres that Pinter’s non-poetic writ-
ings seem to have outgrown. As for Pinter’s poems, they had simply been
put together under the heading “poetry” until the first edition of Various
Voices came out in 1998; since then, Pinter’s poetry has also outgrown the
genre: in the current edition of Various Voices, which was published in
2005, Pinter’s poems are divided into two categories, “poetry” and “war”
(111, 249). We can easily see that the category “war” is closely associated
with the category “politics” in the same book; a poem called “American
Football” (260), for example, appears in the chapter “War” while also be-
ing cited and described by the author in one of his pieces, “Blowing up
the Media” (201-05), which appears in the chapter “Politics.”

It should be noted that, as long as books are considered commercial
commodities, publishers’ or editors” strategies for selling them will in-
evitably play an important part in the creation of the kind of categorisa-
tion which we just touched upon; if we insisted on finding a definitive
reason for what looks like an innovative manner in which the pieces are
categorised in the current edition of Various Voices, it would lead us no-
where. On the other hand, Pinter being alive and still writing, the chanc-
es are that the new tradition which was kicked off with the 1998 edition
of Various Voices will continue to “grow” and possibly call for further
emendations. In a sense, it has already shown a sign of further growth:
along with some of his politically-charged poems and pieces of prose,
five of Pinter’s plays appear in an American edition of a collection of his
works, Death etc., which was published in 2005. This means that at least
some of the works in the chapters “Politics” and “War” in Various Voices
are now officially associated with some of the plays by Pinter. What we
have called the new tradition above no longer draws a line between a
poem, a piece of prose, and a play. In other words, Pinter has outgrown
the professional title “playwright”; he has become a “writer;” and a politi-
cal one, if necessary.

My discussion in this essay will centre around one of the five plays
in the collection Death etc. More precisely a sketch written for the stage
rather than a full-length play, Press Conference, which premiered in
London in 2002, shows first and foremost Pinter’s technical acumen in

2 In a previous essay I discussed the problem of genre classification in Collected Poems and
Prose and the 1998 edition of Various Voices; see Naoko Yagi, “Paratexts of Non-Dramatic
Pinter: A Derridean Approach,” English Literature 89 (2005): 129-40.
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writing short and astute theatrical pieces, for which he was well known
in the earlier decades of his half-a-century-long career as a playwright.
Still, the crux of Press Conference is not necessarily to be found in theat-
rical efficiency or effectiveness per se. Once we put Press Conference in
the context of Death etc., it is quite apparent that the sketch, which in the
book is immediately preceded by a poem called “The Old Days” (57-58)
and immediately followed by a piece of prose entitled “An Open Letter
to the Prime Minister” (67-69), might even be read and interpreted as
a kind of dramatic poetry;® indeed, Death etc. as a book being “border-
less” in terms of what we might call the poetry/prose/play distinction, it
does not seem to matter anymore if the text of Press Conference ceases to
function as a blueprint for a production on stage. The purpose of my es-
say is twofold: first, I shall try and see to what extent Press Conference is
an expression of Pinter as a political writer; second, I shall try to find out
how a Pinter play like Press Conference turns into a piece of “writing,”
which we may “read” in a variety of manners, not always with perform-
ers or a stage in mind.

I

We might argue that, as far as Pinter’s plays for the stage are con-
cerned, “politics” cannot be but a relative term in the first place. The dif-
ference between plays by Arnold Wesker and those by Pinter, for exam-
ple, may be much smaller, if not negligible, than we are accustomed to
thinking, that is, depending on the kind of theatrical work against which
we would discuss pieces by the two playwrights. Derek Paget reminds us
in his overview of post-war British theatre that both Pinter and Wesker
came on to the theatrical scene in the country at the time when Joan Lit-
tlewood and her group, Theatre Workshop, looked towards “radical Eu-
ropean theatre practice” (211) in their attempt to set up a “real ‘alterna-
tive’ to the mainstream [British theatre]” (212). Against such a backdrop,
goes Paget’s argument, we will not find it difficult to see a play by Wesker
or Pinter or Samuel Beckett and call it a work of “late naturalism” (211).
If on the other hand we look at Pinter’s plays from the 1980s onwards,
what Pinter has called “politics” in his non-dramatic pieces is raised as a
question in at least some of the plays in such a manner that it seemingly
overshadows any other aspect of the plays which we would otherwise be
discussing; nevertheless, the fact remains that the question of “politics”

3 For an example of dramatic poetry, we may even go as far back in literary history as the earlier
decades of the nineteenth century, when works such as Lord Byrons “Manfred: A Dramatic
Poem” were published. “Manfred” was meant to be read, although it was also put on the stage
(Wolfson and Manning 804-05).
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in those plays still draws upon the line of “late naturalism.” This, among
other things, explains the distance between Pinter’s post-1980 plays and
some of the recent pieces for the stage by David Hare and Michael Frayn.
If the latter trace their roots back to the works of Oscar Wilde, George
Bernard Shaw, and other playwrights who “revived” the comedy of man-
ners at the turn of the twentieth century, we might point out that the
post-1980 plays by Pinter hardly fit the mould, the Wildean and possibly
also Shavian influence on Pinter’s language notwithstanding.

In short, since the very beginning Pinter’s plays have somewhat de-
ceptively and yet quite remarkably been consistent in dealing with “poli-
tics” as nothing but a relative issue; this in turn brings to the fore the
complex problem of how exactly one would define “politics” in a Pinter
play. Can “politics” ever be a viable term or category to be applied to
any group of Pinter’s plays, when, as Penelope Prentice puts it, “[w]hat
sets Pinter’s work apart from that of almost any other twentieth-century
dramatist is that at the center his ethic is wedded to his aesthetic” (8)?

Christopher Murray compares Translations, a play written by Bri-
an Friel, with Pinter’s Mountain Language, which is another of the five
plays included in the collection Death etc., and he draws our attention
to a kind of all-or-nothing attitude that is discernible in some of Pinter’s
post-1980 plays:

Pinter’s [Mountain Language, premiered in 1988] is melodrama of a far

cruder kind. Friel, while not denying the imperialist content of the edu-

cational and mapping projects of the 1830s, does not fall into the artistic

trap of opposing villains and heroes [. . .]. Translations ends with a trio on
stage. (212)

Might we say, then, that what is regarded as being “crude” by readers
of Mountain Language has in fact much to do with Pinter’s “aesthetic,”
which, if we follow Prentice’s argument, at the same time should imply
the crudeness of Pinter’s “ethic”? Curiously enough, in his Nobel lecture
Pinter does indeed give his definition of “political theatre,” referring to
Mountain Language as an example; he claims to the effect that Moun-
tain Language could not possibly be the kind of play in which an author
would pursue the concept of what we may call after Murray the “trio on
stage”™:

[T]he search for the truth can never stop. It cannot be adjourned, it cannot

be postponed. It has to be faced, right there, on the spot.

Political theatre presents an entirely different set of problems. Sermonis-

ing has to be avoided at all cost. Objectivity is essential. [. . .] This does not

always work. And political satire, of course, adheres to none of these pre-
cepts, in fact does precisely the opposite, which is its proper function.
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In my play The Birthday Party I think I allow a whole range of options to
operate in a dense forest of possibility before finally focussing on an act of
subjugation.

Mountain Language pretends to no such range of operation. It remains
brutal, short and ugly. (Art, Truth and Politics: The Nobel Lecture 8)

As far as the author of Mountain Language is concerned, crudeness
has proven to be the only “option”; any attempt to resist taking that op-
tion would have defied the very reason for his writing the play. Pinter’s
ethic and aesthetic are not only “wedded to” each other in Mountain
Language but, taken together, they are overtly exclusive as well. There
seems to have been no justification on the part of the author of Moun-
tain Language for introducing the kind of character who would have giv-
en the play an additional dimension and completed the set, by which we
mean the “trio on stage”; any character of that kind would irrevocably
have diluted the “focus” which, unlike in The Birthday Party, the author
apparently felt he had to keep tight in Mountain Language from start to
finish.

Mountain Language does not have what The Birthday Party has, or
vice versa. If we choose only to look at Pinter’s post-1980 plays, a parallel
of a similar nature can be drawn between Press Conference, which, as we
shall see, is even cruder than Mountain Language, and a play like Party
Time or Celebration. We might note that neither Party Time, premiered
in 1991, nor Celebration, premiered in 2000, is included in the collection
Death etc. In what respect, for example, is Celebration much less crude
compared to Press Conference?

In his essay on how he has directed Pinter’s plays over the years,
Peter Hall points out that Pinteresque “ambiguity” (146) can be mean-
ingful only when those who direct and act in a Pinter play “know very
clearly what they are hiding” (146) [original emphasis]. An actor cannot
afford to float between “options”; she or he must act while members of
the audience may indulge in whatever “options” they think they see in
what is happening on stage. How, then, would anyone manage to “act” in
a play like Celebration? Actor Indira Varma in an interview talks about
the acting technique which she adopted while playing the character So-
nia in Celebration (Varma 146-47); no actor in the production had any-
thing to consult as she or he tried to build his or her character (147),*
and Varma reveals that she “probably imposed an understanding on [her
role]” (147) by devising a “narrative” (147):

4 Some actors in the production asked Pinter for information which might help them build
their characters; rather typically, Pinter “did not give exposition” (Varma 147).
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I invented a narrative for myself about why [Sonia] said things in a certain
way in order to be able to remember how to deliver the line the next time;
sometimes youd find that the narrative would lose its value for you and
youd have to alter something slightly to keep fresh—it could either im-
prove the moment or youd feel youd missed the mark. (147)

To us, the issue is not so much that Varma “invented a narrative”
with the purpose of easing her way through the world of Celebration
as that she, if necessary, would “alter” the narrative which she had con-
structed. An actor playing a role in Celebration may only choose one
“option” at a time, and yet she or he has the freedom to try different “op-
tions” at different times.

It is clear that Press Conference calls for another kind of interpreta-
tive approach. While the paucity of background information should not
surprise any reader of the play, it turns out that Press Conference cuts a
pattern of eerie and yet strangely comical predictability, which is unusu-
al for a Pinter piece. There are no pivotal turns in Press Conference. “Op-
tions,” in other words, are not available since the pattern, in the sense
mentioned above, is all that the play has. Unlike in Celebration, none of
the characters in Press Conference has a name: in the play-text the char-
acters are only referred to by their professions, “Press” on the one hand
and “Minister” on the other. Whereas characters without names are not
uncommon in Pinter’s sketches, two of the most hilarious examples be-
ing “Controller” and “Driver” in Victoria Station, we might point out
that “Minister” and “Press” in Press Conference are distinctive in their
not taking over each other’s position at any moment in the play and thus
defying one of the vital tricks of the trade which we find in many of
Pinter’s sketches and full-length plays. If the characters collectively la-
belled as “Press” are merely functional in their roles throughout Press
Conference, the character “Minister” never flinches or shows any slack
in running his®> show, namely, a deludingly benign “press conference.”
We might even say that, instead of being a purely theatrical “individual,”
a character in Press Conference is quite unabashedly a “type,” a ghost of
some figure from the world beyond the here-and-now on stage. The only
problem is that each ghost speaks Pinteresque English; for example, it
seems as if some of the lines which “Minister” utters have sprung from
the lines given to Mick in The Caretaker:

MINISTER. [...] We need critical dissent because it keeps us on our toes.
[...] We are happy for it to remain at home, which means we can pop in at
any time and read what is kept under the bed, discuss it with the writer, pat
him on the head, shake him by his hand, give him perhaps a minor kick up

5 Pinter played “Minister” when the work was first performed (Press Conference 61).
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the arse or in the balls, and set fire to the whole shebang. (Press Conference,
Death etc. 64-65)

We can never identify any of the ghosts.® An ultimate crudeness that
makes up Press Conference has pushed the question of “politics” in Pin-
ter’s plays further than ever towards what in his non-dramatic writings
Pinter calls “politics”; at the same time, “politics” in Press Conference re-
mains the cohesion of Pinter’s ethic and aesthetic.

*

A sketch of mere three pages in length in the collection Death etc.,
Press Conference was nonetheless not a curtain raiser when it premiered
in London; the piece did not have a full-length play to be paired with.
Instead, it was performed along with four other sketches by Pinter (Peter
16), which altogether made up a still rather brief “45-minute show” (16).
As we discuss Press Conference, the manner in which it was staged for
the first time proves significant for two reasons: first, the fact that Press
Conference was presented on stage as part of a collection helps us see the
text of the piece more readily in the context of a collection in book form;
second, since one of the other four sketches in the forty-five-minute-
long “show” turned out to be “Tess” (Peter 16), which is included in the
latest version of Various Voices not as a play but as a piece of prose fiction
(Various Voices 108-10), we may safely assume that, intentionally or not,
the play/prose distinction in Pinter’s writings was coming into question
even as the “show” presented Press Conference. Of course, Press Confer-
ence later appeared among non-dramatic as well as other dramatic piec-
es in the book Death etc.” In what ways, then, can we “read” a work like
Press Conference whose potential as a piece of writing much depends
not only on the kind of framework in which the piece is set, in this case
a “collection,” but just as crucially on the piece’s performative® aspect,
something that is hardly restricted to the realm of time and space on
stage?

6 In his review of the first performance of Press Conference, JP [John Peter] draws the reader’s
attention to a possible connection between “Minister;” or, to be more precise, a “minister of
culture, until recently head of the secret police” (Peter 16), and a real-life figure:

I happen to know of an Eastern European communist country where, after a shake-up in the
secret police, one of its most renowned torturers was moved out: he was made drama critic of
a party newspaper, and chaired an arts programme on state television. (16)

The reviewer does not forget to add, “Pinter cannot have known this story” (16).

7 Press Conference was first published as a volume on its own by Faber.

8 Here, “performative” is used as an adjective for “performativity” As Andrew Parker and Eve
Kosofsky Sedgwick put it, performativity “has enabled a powerful appreciation of the ways

»

that identities are constructed iteratively through complex citational processes” (2).
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The title of a collection like Various Voices aside, Pinter’s prose,
whether fiction or not, has always exerted a meticulous precision in
terms of how words, phrases, and sentences would sound, by which we
simply mean that the texts are fit to be read aloud. Pinter himself can
be a reader of his own texts. If some of the speeches which Pinter has
given in the past forty-odd years are collected in chapters “Prose” and
“Politics” in Various Voices, he has also recorded a selection of pieces,
that is, works of prose, prose fiction, and poetry, from the 1998 edition
of the book.” We might say that Pinter has always taken very seriously
the occasion to read publicly what he has written. This has increasingly
been made apparent as Pinter has become more and more “political”
by his definition; in an interview in 2005, when he said that he “[had]
stopped writing plays” (“People” 9), Pinter took the opportunity to make
his priorities quite clear: “My energies are going in different directions,
certainly into poetry. But also [. . .] over the last few years I've made a
number of political speeches at various locations and ceremonies” (9).
We also recall that Pinter’s Nobel lecture in 2005 began with his plung-
ing straightforwardly into a big, and obviously to the speaker the single
most important, question which he put to the audience as well as himself
in the form of two mirror-image-like problems: “As a citizen I must ask:
What is true? What is false?” (Art, Truth and Politics: The Nobel Lecture
5). Then, as if to deflect the question, he went on to assert that “truth in
drama is forever elusive” (Art, Truth and Politics 5). That Pinter refers to
this particular kind of “truth” as an independent item, though without
doubt an offshoot of the big question, at first glance comes, rather pre-
dictably, from his being a well-established playwright; when he says, “the
real truth is that there never is any such thing as one truth to be found
in dramatic art” (Art, Truth and Politics 5), it may not be immediately
evident that Pinter no longer finds “drama” ideal as a genre according to
whose conventions and traditions he has “voiced” his thoughts for dec-
ades. Nevertheless, as we have seen in the previous section of the essay,
Pinter admits in the same speech that the structure of multiple truths,
which to his mind is an intrinsic merit of “drama,” has ceased to func-
tion as brilliantly as it probably did years ago. Pinter’s plays, compared
to his poetry and prose, are put in a much more precarious position in
the latest Pinter canon with the author not retaining any strong inclina-
tion for making his “voice” heard through the channel called play, or
“drama.”

9 In the essay mentioned in note 1, I touched upon Pinter’s recording of his pieces from Various
Voices.
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This brings us to the collection Death etc., in which Press Confer-
ence is set. What if, in the context of that particular book, we stop read-
ing Press Conference as a “play” and, for want of a better term, call it a
“dramatic poem”!? instead? The idea is certainly not preposterous when
we remember that one sometimes hesitates to consider a certain piece
of writing a “poem”; Lance St. John Butler explains the phenomenon
in a somewhat casual manner: “The first and most important feature of
poetic register is the announcement that the text is being presented as
poetry. [. . .] if we accept that offer, then we have already entered into
the register game of poetry willy-nilly” (192-93). After all, as long as we
abide by a general assumption that “all poetry foregrounds to some ex-
tent the sound values of words” (Noland 111), it should not be difficult
for us to turn the text of Press Conference, either theoretically or practi-
cally, into a kind of poetry. By the same token, we might also decide to
put all the other “plays” that are found in Death etc., namely, Mountain
Language, The New World Order, One for the Road, and Ashes to Ashes,
in the category which we came up with in our attempt to describe Press
Conference; this means that there are five “dramatic poems” in the book
which otherwise contains three texts of speeches, a letter originally pub-
lished in a newspaper, and eleven non-dramatic poems. That makes the
five “dramatic poems” the only pieces of fiction in the entire collection,
the criterion which, we might quickly add, is in no manner pronounced
in the format of the book. The twenty pieces in Death etc. appear in an
order which may or may not be random; they are certainly not arranged
according to the original chronology of publication nor are they divided
into any categories that would make up chapters or sections in the book.
The implications, with which I wish to conclude, are both simple and
curiously subtle.

“Like any master,” writes Prentice, “[Pinter] trusts his audiences to
understand his text and subtext without road signs” (3). Now that Pinter
the writer is as “crude” as ever, we wonder if his “trust” in the audience/
readers can still be regarded as being secure; we might even venture to
ask if indeed what Prentice calls “trust” is felt, recognised, and relished
by the audience/readers as they see or listen to or read Pinter’s later plays.
After all, can a person lose confidence in writing plays and yet contin-
ue to embrace theatre audience? If “road signs” in the play-text of Press
Conference are bright and clear, we would say that those in the collection
Death etc. are even clearer as well as brighter: all non-dramatic poems in
Death etc. except one will be found in the chapter “War” in the 2005 edi-
tion of Various Voices; likewise, all pieces of prose in Death etc. appear in

10 See note 3.
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the chapter “Politics” in the above-mentioned edition of Various Voices;
as for what we have called dramatic poems, both The New World Order
and One for the Road are nearly as “crude” as Mountain Language, while
the palpably ominous lyricism in Ashes to Ashes clearly entails “Death,’
the last of all the poems that are collected in Death etc. The seemingly
random arrangement of the pieces and the apparent abolition of the po-
etry/prose/play distinction in Death etc. only highlight the fact that road
signs are abundant however one would care to have a crack at “reading”
this particular collection. As a post-playwright and a “political” writer,
Pinter seems increasingly reluctant to leave anything he has written to a
“chance” interpretation.
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Naoko Yagi
3bUPKE, KOH®EPEHIINMJA 3A HOBUHAPE V1 INHTEP

Pesume

IIpercinTuBameM TpafVIVIOHATHUX >KaHPOBCKMX NUCTHHKIMjA M3Mehy fpame, mpose u
noeswje, 36upka kpahux fema Xaponga IInurtepa CMpii, uitig, yKpaTKo IIpeCTaBba JIeNo ¥ paji
HHOTUTHYKI “ OPMjEHTHUCAHOT ayTopa y BpeMe KaJia My je fofierbeHa Hobemosa Harpaza. ¥ pagy
ce pasmarpa Kougpepenyuja 3a Hosunape, jeran of IIMHTepoBYX HAI[PTa 3a TIO30PUIIHY IIPef-
CTaBy, a y KOHTEKCTy TOMEHyTe JofieNie. YKasuBameM Ha YMIbEHMITY Jid je[HO APAMCKO JIeNo
nonryT Kongepenyuje 3a HosuHape MOKe TIOCTATHU U ,KIIDKEBHO JIEIO, VIV TIAK HEIITO IITO He
IIOfjpa3yMeBa MCK/bYYMBO MO30PUIIHY IIPOAYKIN]Y, HACTOjUM Jia OffPeAyM Y K0joj Mepu Kongpe-
peHyuja 3a HosuHape TIpeficTaBba IIMHTepa Kao MOMMTUYKY OPUjeHTICAHOT ayTopa.
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YK 821.111.09 IInnTep X.

Brapumup Ilepuh
Kpazyjesay,

IIMHTEPOBCKE CTPATETMJE MAPITVIHE
Y IIOETCKOM U ITIOJINTUYKOM I10/bY

OBaj yraHaK UCIUTYje 3aCTYI/bEHOCT ¥ MOBE3aHOCT PasIUIMTUX
TUIIOBA MapruHa y noetuny Xaponja IInnrepa. I'maBHu nwse papa je
CICTEMCKO IpuKasyBame IInHTepoBuX adMHNUTETA IpeMa MAapTUHU U
yKasuBame Ha OHa MecTa y Kojuma je IIumHTep mpemrao MapruHy Koja
CIIaja KIbVDKEBHOCT M JKMBOT. Y MCTPaKMBarbe MapruHe y moeTuum Xa-
ponpa IInnTepa yK/bydeHn Cy HOMUTUYIKY CTAaBOBY MICIIA T1a CE€ MapTy-
He 10/ba MOETHKe U TIONUTHKE CyAapajy. Pag takobe mpatu mocnennie
OBJX IOETIYKO-IIOIMTUYKIX Urapa Ha MapriHU Koje ce MaHngecTyjy
Off C/IaB/bemba IVCIIA y MaprUHATHUM CpefiiHaMa Kao mro je Cpouja 1o
UTHOPNCama y 3eM/baMa Y KOjiiMa MMHTePOBIITIHA ITPeICTaB/ba JOCATHI
TPH Y OKy nonutuke — Ha mppoM MecTy y CAJl n Benmxoj bpuranmjn.

Kmyune peun: mapruna, Xapons IInnTep, Tuonornja moeTmukmnx
MapIuHa, CTpaTernja, HoeTnKa, OpMjeHTann3aM, IOIUTHUKA.

ITojam maprune je HEOBOjMBY I10jaM Of FE€HOT KOPENaTuBa — LIEHTpa.
[Ipexo mwera ce u meduHuUIIe Kao HemTO NepudepHO, Mame BaKHO,
Mame [I03HATO 1 Mame IpeaByuauBo. CBeT y KOMe ce MaprHa MaHM-
decryje y oBoM pany je cBet pukuymje gena Xaponpa Ilnarepa. Y usy-
JyaBamwy MapruHa y okBupy noertuke Xaposnpa [Innrepa, gorahu hemo
ce tunosnoruje Mapruae. OBaj mojaMm o0yxBaTa CUCTEM PasINIUTHX BU-
JI0Ba MaprUHATHOCTY YVjJ CYy HOCHOLVI IMPCKYU CYOjeKTH Iecama, Jm-
KOBJ IIpMYa ¥ ipaMcKa JINIIa.

Maprunanse muaHocTy [TnHTEpOBUX Heta MOXXeMO KIacupyuKoBa-
TV y HeKOJIMKO TUIIOBA MapryHe: MapriHa THIA ,JAedeKkTHn cybjeKars
TZie ce Hayasy IMOATHUII ,00/IeCHYUK  ca OO TUIIOM ,,Iy[aK ;, COLMjaI-
Ha MapryHa ca MOATUIIOBUMA ,CUPOMaX ', ,,aCOLMjaTHA TNIHOCT , ,,KpU-
MMHasaN', ,,3aTBOPEHNK " U ,,IMYHOCT y €r31Iy, CeKCya/THe MapriHe ca
IO/ TUIIOBMMA ,,[IPOCTUTYTKA ¥ ,XOMOCEKCyasall, MapriHa THUIIa ,,Ha-
I[VIOHA/THa MambJHA", Kao I pacHe MapryHe I7ie je HajIpUCy THUja Mapru-
Ha [TOATUIIA ,,IPHAI] .

Y TekcTy mop HasuBoM ,benemika o ekcupy®, [Tunrep mcruye
pasjiore HaK/JIOHOCTH IIpeMa OBOM, Y 0ApOKy M K/IaCUI[M3My Mapriu-
Ha/II30BaHOM €HIVIECKOM jApamarudapy. IIunrep nHaBopm: ,Illexcrmp
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nyIle O OTBOPEHOj PaHM U, KPO3 Ibera, MU je 3HaMO OTBOPEHY U 3HAMO
je OTBOpEHy U 3HaMO je 3aTBOpeHy (...) Y MOKyIIajuMa Ja MPUCTYINTe
[MlexcnpoBOM JieNy y 1eroBOj Lie/IHY, Off BAC C€ TPAXKM Jla Ce YXBaTUTe
y KOILITAI] Ca IEPCIEKTUBOM Yy KOjOj Cé XOPM3OHT HaM3MEHNIIE PYIIN U
IIOHOBO 32 BaMa CTBapa, y KOjOj je yM IIO/I/IO)KaH MHTEH3MBHO] Pa3HOIN-
KocTu pacnonoxema. (ITuntep, 2002 a, 7). Iluntep nsberasa mabioxe,
He yKJIalla ce y TPafiMIVIOHaTHe OeTVKe, MHTYUTUBHO Hacnyhyje 1mo-
eTI4Ke ITyTeBe CBOjMX Je/a ¥ VIMa MHAN(EPEeHTaH CTaB IIpeMa LeHTPy
— KIJDKEBHO] KpUTUIM 1 TeKyhoj KiJDKeBHOj IpoayKuuju. Viraopu-
carbe MAapIrMHANIM30BaHOCTHU Y MOJ/bY €HITIECKE KIbVDKEBHOCTH Y KOjy je
CMENITEH Ha IOYETKY COICTBEHE Kapujepe, mo4eTkoM 1950-ux u miog-
HO CTBapa/laliTBoO, JoBoay IIMHTepa o mpusHama off OHOT MCTOT 1eH-
Tpa KOjy I'a je MapIMHaInu30Bao.

Xaponp IluaTep AocnmenHo cebe ayTOMOETMYKM MapruHAjN3yje,
ykupajyhn cebu mpaBo Ha aypy yMeTHMKA, MMIUIMIMTHO roBopehm
0 cebu kao o mpoussobauy apama. ,O apamu Pohengan I“ je Texct y
koMe IInHTep usjaBsbyje Aa He cMaTpa cebe CIOCOOHNM a2 AHATUTIYKI
pasMuIUba Kajla Cy Ierosa jJiefia y nuramy. [Innrep ce oBie nocrasmba
MaprMHAIHO NpeMa KIbVDKEBHOj Tpaguumjn: ,,Hukama pajy aucam cras-
Jbao TIPEJ, HEKO JIPYTO OITIE[A/I0 — HUCAM I'a CTAB/ba0 Y BE3Yy HU Ca YUM
IITO je M3BaH Hera caMor. CBaKaKo He ca HEKUM JIPYTUM KIbVKEeBHUM
JieTIoM VIV 610 KaKBYM 0631MPOM IIpeMa eBeHTYa/THOj HaK/IOlbEeHOCTH
jaBHOCTM aKo pocie jo cueHe” (Ilmurep, 2002 a, 11).

[InHTep je mmcall 3a Kora He MOXKeMO JIa KakeMo jia 6oiyje off Ko-
MepIVjaTHOCTY U MUCTUPUKATOPCTBA. [IMHTep je HeKO KO Huje OYeKM-
Bao Harpaje. O cebu Mucmm fia je cmaboykiIombnB y nocrojehe kmu-
eBHO TpxxuiTe. CBoje fpame [InHTep cMaTpa ,,pasmMInTUM BpcTaMa
npomaiiaja“. AyTop je 3a mera MydeHMK y cTBapamwy. Hemoryhnoct
ICama MpefcTaB/ba 3a mbera camonszajy. Ilmcan ce Ha Taj HaunMH ca-
MoMapruHaimmsyje. Ilmegano 6morpadcky, MapriuHaan3anujy GOJaTHO
10jadyaBa IO/bCKO-jeBpejcKko nopekso Ilnnrepa. Ilomany xao Crosenn
ca ipyTre CTpaHe TBO3/ieHe 3aBece y KOMOMHAIMjU ca JeBpejuMa, BeYUTO
MapruHaaM30BaHOM HAlLlMjOM, YMHE CYNIePIIOHNPAHy MapTUHY.

ITouetHa penenuuja [InATEPOBUX /l€a, HATMK HAa OHY CBOjCTBEHY
VICTOPUjCKOj aBaHTapfM, MOXKe Ce CBECTY Ha JiBa IojMa — 30YHBEeHOCT 1
y3HemupeHocrt. [IunrepoBa npama Pohengan mpeBapuia je myOnuky
KOja je oueKMBaa MabIOHCKM KPaj jep je IpeAcTaBa HaIMKOBAIa, KaKo
kake [ImaTep, Ha Tpwiep wim mucrepujy. VisneBepeHa ouyekuBama
IIPOU3BEO je M30CTaHAK pacIUIeTa U TMe 06e36e/110 HapeTHUM JpaMa-
Ma TaHaK XOPM3OHT OY€KMBaba a CaMUM TUM MApIVMHAJIHY peLenuujy.
[Tuntep he y rexcry ,,IIncame 3a mosopuure” jour jeTHOM HOHOBUTH Ja
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»OIIACHOCT 3a MICIIA je Jja OKO Tora (0oA3yuBa KpUTYKe U MyOIMKe y 1o-
3opuuity, B.I1.) He mocTaHe JIaK IJIEH OHUX CTAPUX MYILINIIA CTPEIbe U
uiryekuBamwa.” ([Tunrep, 2002 a, 24).

[Toce6HO je mapajokcamHO I[IMHTEPOBCKO Xpaibele HeIpu3Ha-
BambeM CyJa L[eHTpa — KaKo Kake, LIMHIYHE U apOraHTHe OpUTaHCKe
no3opuinHe my6namuke u nmosopuinHe kputnke. OH je yMeo ja Npeok-
peHe HeTaTMBHY peIelIijy y C/laB/behe COICTBEHOr ycIlexa Kao IITO
ce TO JIecHIO 32 BpeMe Ierose mpeactaBe Haciiojnuk y Jusengopdy
Kajla Cy y3 3BIDK/jatbe M3/1a3U/IM TPUJeCceT YeTUPU ITyTa Jla Ce MOK/IOHE.
Tume je IlmaTep nMokasyusao Jja CTOjU M3HAJ CUCTeMa IJeHTap — MapruHa
KOjJ je HAMETHYT TaflalllibVM O30PUIIHUM YKycoM. Hemauky ny6mmuky
MO>KEMO IIOCMATpaTy Kao IapajurMy Tafialllibe IO30pUIIHe MyOmKe
yomuiTe. Y paHOM cTBapanauTy, [InHTep je n3 pokyca OputaHcke jas-
HOCTH 6110 MapI1Ha, alu je u3 cBor ¢pokyca 6uo 1eHTap, Koju je, Cmd-
HO IaJlaii3My, OU4€KMBAa0 KPUTUYHY MACy COICTBEHNUX IPUCTANINIIA KOja
O Hapac/ia TOKOM BpeMeHa I Koja 611 ra JIeTMTUMICaa Kao jeHOT Of
IleHTapa OpUTaHCKe ApaMaTypruje.

[InHTep ce Kao mucal MOCTaB/ba MAapIMHAIHO Y OfIHOCY Ha CBOje
mukoBe. OH je BUXOB IIOMHU ,n0ocMaTpad . [TapajokcanHo je To mTO
Cy NMMKOBMW, y CTBapy, mpojekumje menosa IImnrepose mmanoctu. OH
ce IIOCTaB/ba KaO MapruHa y OfHOCYy Ha cebe camor. Ha Taj HaumH yc-
IeBa Jla peXupa COICTBeHy Aymy. V3 dokyca ¢ukuuje, [Tunrep je y
OJIHOCY Ha CBOje TMKOBe MapIyHa, amn je 13 GoKyca ¢akumje OH BUIIIe-
CTPYKO YMHOXeHa 1 TpaHcdopmucana mmaHocT. Ocnrobohenn genosn
nepudepHe, HecBecHe [IMHTEpOBe MMYHOCTY Y LEHTPY pUKIMje CTBa-
pajy eHeprujy, JOK paIjIOHa/IHM Jieo, [ieHTap, 6¥Ba MapriHa/IN30BaH.
Y texcry ,O Hemaukoj Harpagy Illekcmp y Xam6ypry“ nmoBogom oBe
teme IIunrep kaxe: ,Hucam y cramy na pesumupam HujefHy Of CBOJUX
npama. Hujenny of mux He MOTy Jia OIMIIEM, OCUM Ja KakeM: Tako je
T0 6mno. To je oHo mTO Cy OHM Kasamu. To je oHO 1ITO Cy y4mHMWIN.®
(IImuTep, 2002 a, 51).

Y cBojum pemuma IIvHTEep TOBOpM O CyOjeKTVMa KOju Cy Mapru-
Ha/IM30BaHY U3 BUIIIE aclleKaTa: MOPA/IHOT, 3[paBCTBEHOT, COLIMjaTHOT,
CEKCYaJIHOT, pacHOT, HaroHanHor. Lptuna ,, lpHo 1 6eno“ uctipumose-
maHa je u3 ¢okyca npocTurytke. To casHajeMO U3 mbeHe Ipuye: ,, YBeK
HOCKM CUBY CYKIbY U LIpBEHy MapaMmy, HuKajia Me Hehere Bujetu 6e3
kapmuHa.(...) [lobe manpyp. V3Benome ra Hanobe. OHa manpyp gobe
xop Hac. (ITuaTep, 2002 a, 114). [IpocTuTyTKMHE KOH]Y3HE pedeHuIIe
Cy Kpajibe CBefleHe a Ipu3eMHe TeMe (HONHY )XMBOT y maboBUMa, OfHO-
CU ca TIOININjOM, TAKCUCTIIMA, MYIITepujaMa) ce 6pOjHO Bapupajy.
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[Tecma ,,HoBa roguua y Mupnanacy takohe roBopu o mpocTuryT-
kama. OHe Cy cMelITeHe y JOCTa eHTPONMYHMjy CIMKY HaauK Ha bo-
IIOBe I'POTECKHe c/uKe: ,Myaguhy u ctapum / ¢ IoriesoM Kopmaya, /
KpM4aBe JpJyHe KypBe, / MOMaK IITO I[PBeHy KOIIY/by / 3aKOIIYaBa JIOK,
cpibe myH, y kaBe3y cBoM TyTwu .(IInntep, 2002 a, 148). OBa nmecma
obyxBaTa U pyre MapruHajgHe C/I0jeBe Kao LITO Cy XOMOCEKCYaJILN.
[Ipema muMa ce UCTHYe HeTaTHBAH CTaB. JIMPCKM Cy6jeKT, MyIIKapair
je xoModobmyaH: ,,(...) IFe Of1a3uMo y XXy Ty 11ab, 36ujeHn y Tom Oyiia-
Ky, / Ha IyIIKOMeT Off mujale, ja 6ucMo tamo / y Mpaky 3areknu JIyky
nemosana (...) Cag TMTpaM 1 MaXHUTaM, / LITO yPU Ce HAJL VDKIIMK/ba-
JIOM 4eKMHEOM HEKOT IelIoBaHa - / MOJ MI/OKMIIAMA M IIapaMa OBUX
Mupnanackux ceerana. (Ilmurep, 2002 a, 147). [loce6HO yneyar/buBy
CIMKY YVMHE IMPCKM Cy6jeKTM y KOjiiMa Cy CHOjeHM XOMOCEKCYally 1
IPOCTUTYTKEe — JaKJIe, pafiu ce O CylnepHoHnpaHoj Mapruayn. OBakas
cay4aj mMamo y necmiu ,IlomopgHe™: ,,JleTo ce McKoOebano u3 HUXO-
BOT' CTMCKA / HAKOH IIpBe Tpo3Huie. / VI3 6yppre/pa cy cBaKOLHEBHO /
MYILIKaplie OBOAVIN, / ApBeHe KIMHOBE CTaB/bajyhy / y paHe Koje cy
oTBOpuIY, / mpenymTajyhu xupyprujy Koxxe / 6puijama u CTyf[eHTH-
ma.“ (IImutep, 2002, 175). MapruHanusoBaHu IUPCKU CYOjeKTU OBJe
II0CTajy 00jeKTH, CUPOBO MeCO 3a JTMYHOCTU M3 IIEHTPa — CTYJEHTe.
Ha pgpyroj cTpanu, y ucToj mecmMu, NeCHUYKY CIMKY HEKOHTPOJIVICAHOT
NJjaHCTBA YIOTIyIbYyje JKeHa MHBAINU/: ,EBO je rjge moHoso myiue ras-
Japulia He3TpalHuX / MOMaka IITO >KMBe Cpel facaka, / mesajyhn ,,O
Hohy Hebecka®, JOK ce / Kao CeKCTAaHT OyjuIlOM / HOIIEH HheHa IpBeHa
Hora wuire. (ITunrep, 2002 a, 147).

IporeckHo je jemHO opf moeTMYKMX yBopuiura Xaponpga IInarepa.
Kommyno-jesuBe gedopmanyje /byay HacTajy ¥ Kao MOC/IEANIIA Pa3HIX
BpCTa APYIITBEHMX MapruHanusanyja. ¥ (GpaHTacTUYHOj CIMIN IecMe
»KeItenr, oBa 1Ha4ye IPYIITBEHO MapriHaaHa KaTeropyja MocTaje (aH-
TasMaropuyHo 6uhe, Becunk cMptu. OH je eHTpanHa GUrypa y necMu:
»Kellerja Busiex y 3BOHKOM 3paKy / Te Hohu Hap rpe6enom. / Ctaba 1o-
BUjeHa, U 3Bep HeMy / 11ofi BuxopoM. / VI MopenioBlie Bujiex Ijie yKpyTo
CTOje, / y CMPT CUTYPHM, KPyTH, YCaHAY4YeHU /| y CMUPAjy TOM, / CKIIO-
IUbEHNX PYKY, ca mymmHapumMa.” (IunTep, 2002 a, 149). Keneun cy xop
[InHTepa yBek MoBesaHM ca HEYMM y3BUIIEHNM. 10 je y MHOTO 4eMy
CTIMYHO ca PUIMCKUM TpPeTVparmbeM Kellelld KOjyi Cy HaJpearuCcTUYKIL,
o6aBe3HM /leO CHOBA J Be3a CHeBaya ca HATIIPMPONHUM Y CHY: ,lama
npeko cnuke. / CyTepeHCKN Kellell, MaXHUT / Kao 3ep/iaB, IepPUCKOIIOM
MoTpu / TuKTakame mecena. (Ilunrep, 2002 a, 167).

MapruHanHu penpeseHTH rpoTecKHor y IImHTepoBoj moeTnmnm cy
takobe u ry6aBiu. OHM Cy ieo JeKopa MOJTy/e/Ior IMPCKOr cyOjexTa. Y



Hacnehe

necmiu ,,JIyctepu u cene®, 60mecT-MapriuHa OBlafaa je LeHTPOM-IBO-
poM: ,,Y KOpM TOj, TOM 3TY>KBaHOM MO3aUKy 3aTO4eHM, / kKamdop u j1a-
THIIE Off Py>ka rofiuHe ryuie, / anu hy ja, ymo6omHuk us chepa ymo60s-
HUX, / TonyaeTy of rybasauna, / Te hy bora uus gummax cyhu, / oka-
CHEJIOT CKaKaBIIa, / 1a MalllkbaKe YoBeyje Ioxapa u oryba, 6e3 mapgoHa.”
(IlmuTep, 2002 a, 151).

Kao noce6Hy BpcTy MapriuHamHoOr Iupckor cybjexra [InHTep y3uma
nypaka. VI3 poxyca nmopemeheHor MeHTaTHOT TPOCTOpa OH fjaje IpyKa3
LIeHTpa, HOPMaJIHNX JbYAU Y IIeCMU ,Ja CTprHyhy CBOjy rpo30MOpHY
Kamy“. IToTe3oM HaBeJeHNMM y HAc/IOBY MMPCKU cybjekar ce ocmobaba
OKOBa KOje AMKTUpA LieHTap KOjy YMHe OOTHIYIKO 0COO/be 1 ITOCeTHO-
.

[InHTEepOB OTal] 610 je jeBpejcKM Kpojad, CUpOMallaH Y0BeK, TaKIIe,
IIBOCTPYKa MapriHa — U COLMja/IHA, KaJia je ped O MMOBMHCKOM CTalby
VI YISy VI Hal[MOHAJIHA, Kafia O JeBpejuMa roBOpUMO U3 yIya (caMo)us-
onoanoctu. [InuTep he, y cBOjuM fiennma, IOy T peanncTa jeBeTHae-
CTOT BeKa, BPJIO YeCTO CTAB/baTy y HPBY IJIaH TIMYHOCTY U3 COLMjaTHe
mapruse. To je ypaguo n y mecmn ,,llIkonckn gaun®. Y ¢okycy ce Hana-
3M CUJIpallL: ,Ja caM TY Off OHUX LITO Typajy Konuua, / pexao je. Cuppau,
/ ca pydeppaMa yMp/baHMM MacTU/IOM, / 1 cMmejao ce. Crajao je Tako y
rymennm unsmama. (Ilmurep, 2002 a, 143).

[Toce6HO OCeT/bUMB Ha IUTame HAIMOHAIHe MapruHe, IIluHTep y
CBOM IIOETMYKOM CUCTEMy MJe Yy IPaBIy KeCTOKe caType Kaja OCeTH
TepopusaM LieHTpa. OBO ce Moce6HO BUAN Y HeCMU ,, AMepryKu pynban
(PasMunbame 0 3aMBCKOM PaTy), Ifie Cy MeTa opujeHTan, Vpada-
HI: ,Amyja! / Ynamuno je. / Harepanu cmo ux ma ce ycepy y rahe.
/ Habumu cMo uM Ta TOBHA Hasaj y Ayle / JOK MM HICY M3allla Ha
jebene yum. (...) 3axBanure locriony Ha cBuM foOpyuM cTBapuma. / Pa-
36yl CMO MM MY/a Ha cacTaBHe KoMajie, / EBo ux rje nexxe y memeny
VI Ipaxy. / Anan HaM Bepa. / A cafi neno npubute v Kp/bHUTE MU XKBa-
Ky.“ (IImuTep, 2002 a, 198). OBa mecMa je MHKOPIIOpUpPaHa y MOTUTUYKA
TEKCT ,,PasbymaBame Meauja“. Y memy [InHTep M3HOCK M3Pa3NUTO Be/N-
Ky Temkohy mpo6oja Menmjcke IeH3ype OBaKBOT TeKcTa. Menuju ,,cio-
OomHOr cBeTa“ ,,IeMOKPATCKN “ M3BElLITaBajy O MapriHaMa Kao IITO je 1
OBa 3a/IMBCKa, opujeHTamctnyka. [lecmy cy onbumm Guardian, London
Review of Books, Observer, Independent, New York Review of Books, na-
KJI€e CB€ BAXXHU U I[O6p0 LOEHTpUPaHN IMOJINTUYKN U KIBVIKEBHNM 9aCO-
INCH, fla 61 je Ha Kpajy o6jaBMIa Ba 4acolmca ca MapruHe: YacoINC
Bomb u3 Bect Bunuya, muct ca orpaHndeHuM TpaxkoMm, Socialist, u je-
IaH xonaHpcky yacormc Handelsblad.
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Y cBojum fpamama, [InHTEp BP/IO 4€CTO KAO HOCKOLIE ITTABHOT IPAM-
CKOT JlelllaBarba CTaB/ba MapryHalIHe TMYHOCTI: aCOLMja/IHe INMYHOCTI,
TMYHOCTH 6e3 MMeHa, 60NeCHIKe HecIIoCOOHe a CTyIe y KOHTAKT ca
crBapHouihy, 3aTBOpeHuKe, oOecIipaB/beHe HallMOHa/lHe MamliHe. Ha
IIPYToj CTpaHM, y ipaMu Bpeme 3a6ase y IeHTPY Cy MapriuHAIN3aTOPH,
Ooraramm, U3 4mjer pasroBopa HOOMjaMO CIMKY O CYHPOTCTABJ/BEHO]
CTpaHM, He3aJOBOJBHVM MapruHaJIIIMa Koju ce OyHe Ha yIuIilama.

Y npamun Mo#on02, jeqHO IpaMCKO uIie Ipyva ca IPasHOM CTOJIN -
IJOM, Ca 3aMUII/bEHMM YOBEKOM. Y TOKY pajithe, MOXKEMO IPETIOCTABM-
TU Ja ce 4YoBek obpaha ocobu Kojy npencTaB/ba CyneproOpHY Jieo JInd-
HOCTH, BeTOB CyTep ero: ,Caza herm pehn ga cu T Boneo meHy gyury a
ja meHo Teno. Onet hemr ga mpocnemr Ty crapy npudy. 3Ham ga cu 610
MHOTO JIENIIIN Off MEHE, MHOTO OpP/I06CKUjU, TO 3HAM, TO TV IIPU3HAjEM,
MHOTO HebecKuju, MHOTO MICAOHUjY, fpeiipeqeHuju, TOK caM ja obema
Horama 610 YBpCTO IpuKoBaH 3a nanyo6y.” (IIuurep, 2002 6, 8).

Ha camom kpajy gpame, mctmde ce Herpodmanja, Koja CBaKakKo
ynyhyje nHa apunutere Xaponga [InHTepa nmpema MapriHamHOj paci,
npHuuMa. Ilpu Tome nmuie Mema y cBOM HEYpPOTMYHOM MEHTa/JTHOM
IPOCTOPY PUKINUjy ¥ CTBAPHOCT M THMe Ce IpuOIDKaBa Tyuny: ,,I'pe-
6aJ10 je a MMaII LIPHO JIMIIe, TO je 611a TBOja rpemika. Morao cu of Tora
la HaIlpaBMII YCIIEIIaH I10Ca0, MOTA0 CY O TOME /la HallMIIel KIbUTY,
MOTA0 CM Jia UMall IpHY Aevypaujy. Ilaysa. [Jao 6ux )uBoT 3a buX. [1a-
y3a. bruo 6ux BuX0B yjak. [lay3a. Ja cam BUX0B yjak. [laysa. Ja caM yjak
TBOje fene. [laysa. VisBemhy ux Hamosbe, mpuyaty M BuLese. [laysa.
Bonum tBOjy peny. (ITmuTep, 2002 6, 11).

Hapenna gpama, Inacosu fiopoguue 3a nmuia y3uma 6esuMeHe Tmnd-
Hoctu: Imac 1, Imac 2 u I'mac 3. OBe MMYHOCTM HEMajy AMPEKTHOT KOH-
TakTa Beh KOMyHMIVIpajy IIpeKo MmucaMa U TUMe ce IIpUOIKaBajy co-
I[VIjaJIHOj MaprVHM HOATHUIA L,acolMjanHa muyHocT . To ce Buay u y Ha-
penHOM OfIOMKY: ,,[mac 1: Ay ja HucaM 3abopaBuo Jja MMaM MajKy, fa
cu ™1 Moja Majka. I'mac 2: Ilonekay ce nmuTaM Jia i ce yOITIITe CeTHII /1A
uman Majky.” (IImurep, 2002 6, 19).

PasjemumeHa, pancagHyTa mopojula je jefaH off IMpefyciaoBa 3a
CTBapame acouujaane mmaHocTu. [imac 1 penpesenryje cus, Iimac 2 majka
a I'mac 3 orau. OTa je y okBUpY IOPOANIIEe MapTMHAIN30BaH TaKO LITO
ra Majka IpoIJlallaBa MPTBUM: ,3HaM Jla T je MajKa Hallicaa ia caM
mpraB. Hucam MpraB. Jlaneko cam of Tora fa OyfieM MpTaB, MAKO CY
MHOTY >KeJienu fia OyzieM MpTaB, OfyBeK, TU IIOroToBo. Tu cu ce 1 Mo-
MO 3a MOjy CMPT, ofyBeK. Uyo cam TBOje MommtBe. On3Bamajy Mu y
yumMa. MonnTtBe Koje Xyge 3a MojoM cMphy. Anu ja Hucam MpraB.”
(IImuTep, 2002 6, 27).
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ITnHTEp y CBOjUM [eMMa BPJIO YECTO CyIEpPIOHMpPA Pa3INYnUTe
TUIIOBE MAPTUMHAIM30BAHOCTHU Y jeHOj MMYHOCTU. To MOXkeMO BUAIeTH
u Ha cnefehem npumepy rae IInHTep crmaja MapruHe MOATUIA ,KPUMM-
Hajal', ,IMYHOCT y er3uIy U ,IpoCcTUTyTKa: ,D1ac 2: [lomumuja Te
Tpaxu. Tpeba fga MMaII Ha yMy Aa T jOII HeMalll BajieceT U jefHy ro-
nuHYy. [lanmy cy TBOj fieTasbaH OINC CBUM, cTaHumama. Hehe ce cmupury,
yBepaBajy Me, IOK Te He IpoHaly. Ja caM UM peksa fja BepyjeM fa cu y
pykama Ioj3eM/ba 1 Ia Te YHOTpeO/baBajy Kao MYIIKY IPOCTUTYTKY."
(IImuTep, 2002 6, 28).

bonecuuna oxn cnaBahe 6onectn, [Je6opa, MapruHaaHoO je uLe 1
IJIaBHM HOCWUJIAL, PajJiibe y IpaMu IIOf, Ha3uBOM Jegra epcilia Amacke.
360r IyrorofyIImer CHA OHA je MOTITYHO MCK/bydeHa 113 JlelllaBarba cpe-
IuHe y Kojoj ce Hanmasu. [le6opuuu poguresu cy y bankoky. Co63upom
Ha JIOKalMjy y Kojoj je IImHTep BUX cMecTno, BUAUMO HAKIOHEHOCT
Xaponpga [TunTepa npema [lamekoM UCTOKY, reorpadckoj Mapriuiu 3a
3aIajHOEBPOINCKM cBeT. JIokanuTeT AJbacKe, X/IaJIHOT ¥ MaprUHATHOT
nofpydyja Ha 3eM/b), CKOpO 6e3 Jbyau, neKkap XOpHOU KOpuUCTH fa 61
00jacHMO MEeHTAIHM IIPOCTOp y KoMe ce Jlebopa kpeTasa 3a BpeMe CHa:
»XopHOU: CxBaraI To, curypat caM. buma cu usyserHo 6ucrpa feBoj-
gpia. CBa MUIIJbEHA Ce Y TOMe CTIaXxy. YM Ti Huje 61o omrehen. Camo
je obamMpo, IpuBpeMeHO je 6OpaBUO...Ha jefHOj BpCcTU Aspacke. Asm
HMje 6110 MOTIIYHO HeaKTUBaH, 3ap He? Tu cu uIa y BeoMa Jjajexe...
IIOTIIYHO HemosHarte...obmactu. HactaBmia cu ma ce kpehemr. A ja cam
VICLIPTAaBa0O MaIly TBOT ITyTa. VI caM faBao cBe off cebe a TO YMHVM.
Huxkapa Te Hucam nmyctno ga ogeur. (Ilmurep, 2002 6, 48).

IlenTap He MOXe Jja IIOCTOjU YKOIMKO He IIOCTOjUI MapruHa jep
OHJIa HeMa Y OHOCY Ha IITa fia Oyze LeHTap. VI3 Tora nmponuctude fia je
LIeHTap 3aBUCaH Off MapruHe. [la 6u LieHTap OCUTYpao CBOje CUIypHO
II0CTOjarbe OH MOpa Jja KOHTpo/uie MapruHy. OBUM mmapajjokcoM 6aBu
ce IImuTeposa npama Jows jegro tipeq ognasax.

IlenTpanHo nuie OBe fipaMe je MOMUTUYKY yXalllleHnK Bukrop —
MapruHa, y 4ujy IMYHOCT MOKyIIaBa fia mpoape Hukonac, ucnegHux u
MyunTesb. To 4yHYM fa 611 MOTrao fa MHKOPIIOpUpPa MapruHY, HOMUTIYKA
HeIO{0OHOT YOBeKa Y TOTTUTAPHY ITONUTUYKY CUCTEM YMjI je perpe-
3eHT Hukomnac. Bukrop (umje ume oHomactuuku ynyhyje Ha mobeny n
IIpUKa3yje HaKIOmeHOCT [IMHTepa mpeMa MaprimHamMa) HeMa HMKaKaB
opHOC npema HeHTpy. O Hukomnaca u He npusHaje kao GaxkTop IieH-
Tpa. To Hempu3HaBamwe IpefCTaB/ba AMHAMIIKY KaTaI13aTop Cykoba y
ppamu. Hukomac y ncuxomnaTosnomKkoj Ipouesypu mpojgopa y IM4HOCT
BukTopa KOopucTi cBa pacmonoxmBa cpeficTBa Mehy kojuma cy Hajpa-
OVIKaJIHMja Xallllehe M MaATpeTupame BUKTOPOBOT jeTeTa 1 XKeHe.
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Maprunanan, Bukrop, Ha Kpajy IOCTaje MIIAK [Ie0 CUCTEMA Y KOMe
II0CTaje HeYIOTpeO/bIB jep BUILe He MOXKe HOPMaJIHO Jja KOMYHUIIVpA.

Hecnoco6HocT 11 HeMoryhHOCT KOMYHMKaLyje je jeTHO Off I0eTN-
kux yBopuita Xaponga IInarepa. Maprunama je yckpahena moryhnoct
Ja KBaJIMTETHO M Pa3/IOKHO KOMYHUIMPAjy a IIOHEKAJ, CY U IOTIIYHO
oHecrioco6/beHe 3a T0. To je moce6HO BumBUBO Yy Apamu lopuiitiauku
jesux. OBOT IIyTa MeCTO JelllaBama je MapriMHajaaH IPOCTOP ApyLITBa
- 3arBop. Huko op fpaMcKuX nuija HeMa MMe: CTpakap, M/Iajja >KeHa,
HapegHNK, opuLMp, 3aTBOPEHNK, CTPAXKap, YOBEK ca Kany/badoM. JInia
Cy HOTIYHO o6e3/yeHa U IPeACTaB/bajy, Y CTBApy, CaMO APYIITBEHE
napajfinrMe, Koje ce MOHAIIAjy y CKIay ca MIabToHNMa JPYLITBa Y KOMe
KIBE.

Y oBoj gpamu [InHTEp MHAMPEKTHO ITpOOIEeMaTU3yje MyITUKYITY-
PaJHOCT y MMUTPALMOHMUM 3eM/baMa 3amaja. MynTukynTypHO IpaBo
Ha je3UK y CTpaHOj 3eM/bli OBJIe je ycKpaheHo:

»CTAPUIIA: EBo xneba...

CTPAJKAP je eypHe wiaiiom.

CTPAJYKAP: 3abpameH. 3abpameH je3uK.

Omna 2nega y weza. OH je eypxa witiatiom.

3abpameH je. (BATBOPEHVIKY.) Peny joj na TOBOpY je3VIKOM IIPECTOHM-

ue.“ (ITuntep, 2002 6, 82).

LlenTap - cTpaxkapu, OBJie c€ OTHOCU IpeMa MapIMHU — 3aTBOpe-
HULIJIMA U BYXOBUM IOCETUOLMMA Ka0 IIpeMa HedeMy LITO Tpeba yKu-
HyTH. CTpakapu ce 4yje Ka/ia 4yjy /la 3aTBOPEHMK KOra eJjie IIOTIIyHO
Jia BeXyMaHM3yjy, MMa Tpoje Jielle, )KeHY U MajKy KOjy BOJIN:

»CTPAJKAP: Ynja je To rpemxa?

Cwmeje ce.

Moja Huje, 6yau curypas. VI camo jour oBO Jja TV KaKeM. Ja MMaM XKeHy U

TpOje ferie. A TV Ci jefHa HajoOMYHYja TOMI/IA TOBAHA.

3ATBOPEHMK: U ja umam xeHy 1 Tpoje felle.

CTPAJKAP: Tu — mra?

Tuwuna.“ (Tlunrep, 2002 6, 83).

Ilpama Bpeme 3a6aee OfCTyIa Of IPETXOJHUX jep HEMaMO CBeT
mena mpukasaH u3 ¢okyca mapruse. llentap umHe 6oratu Genmy Ha
JIyKCy3HOj 3a0aBy, a MaprUHy He3a[0OBO/bHM I'pabhaHy Koju Cy BaH 3aba-
Be, JJaK/Ie, Ha IIPOCTOPHOj Mapruuu apame. O myMa IOCPeJHO CasHaje-
MO IIpeKo KOMeHTapa jpyau Ha 3abaBu. Kapg llapnot, jegHa o roctujy
Kaxe: ,duHM MU ce Jja ce HewTo Ha ymuy foraha®, @pen joj ogrosapa:
»ymuie nperycty Hama“. (ITmaTep, 2002 6, 99). OBakBMM CTaBOBMMA



Hacnehe

MapruHyu ce GakTIYKY U Herypa nocrojame. OHa Tpeba ga 6yne yryuie-
Ha, 0 10j He Tpeba fla ce 3Ha, oHa Tpeba aa hyTn.

VIHTeH3MBHO NHTEpeCcOBabe 32 MAPTMHY HY)KHO IIOBIA4M 32 COOOM
HNOMUTHNYKA MUTamwa. [InHTep je rOBOPMO O MOMUTUYKUM ApaMama Kao
0 ipaMaMa Koje Cy Kpajibe peaquCTUYKOr KapaKTepa jep C/IMKe 3a bUX
y3uMa U3 XKMBOTA. [JpaMe Koje nmpumazajy NOJIMTUYKOM TeaTpy roBope
0 TOTa/IMTApU3My U KopyMIupaHocTu y EHreckoj, o ynorpebu menmja
y nonmuTuuke cBpxe. To je moBeno mo LieH3ype U McMejaBama Xaposjaa
[InHTepa ofHOCHO WeroBux fiena. GakTop MapruHaausaluje y samaj-
HIUM JieMOKpaTMjaMa je CTOra IPOIOpPIMOHA/IaH TeXIbU 32 OYyBambeM
He3aBMCHOCTM CBECTM U AyxXa mucia. To cBakako Baky u 3a Xaponga
[InHTepa Koju c1106OAPCKY IyX SKeMM Jja MOJe/N ca CBOjOM ITyO/IKOM
- 6u1o TIIefKaoLMMa OO YNTAOIMMA.

JIuteparypa

1. Xaponp Ilunrep, Pasnu 2nacosu: tipo3a, iloe3uja, fonuitiuka 1948-1998,
CsetoBu, Hosu Cap, 2002.

2. Xaponp Ilunrep, M3zabpane Hose gpame, Victap, Beorpan, 2002.

3. Iljep bypnuje, Ilpasuna ymettinocitiu, 2exne3a u ClpyKilypa ioma Krouies-
Hocitu, CeToBu, Hosu Cag, 2003.

4. Jlexcukon caspemene Kkynitype, (mpupenuo Pang Illuen), [Tnaro, beorpaz,
2008.

5. Cajmon bnex6ypn, Oxcgopgcku punosopcku peurux, Cerosu, Hosu
Cap, 1999.

Vladimir Peri¢

PINTERIAN’S STATEGIES OF MARGIN IN
POETIC AND POLITICAL FIELDS

Summary

This work represents a contribution to margin researches, or in other words writers whose
subject-matter is in a manifold way focused on various aspects of marginality. Harold Pinter is
a writer whose poetic and extrapoetic activities intensely communicate with various kinds of
margine. He does not declare himself as a margin in relation to any centre. He is a noncompro-
mising representative of his own consistent attitudes pursued for many decades. Those attitudes
are antiglobal, antitotalitarian, demystifying when it comes to great, just ideas of the West. Not
agreeing with contemporary lies which justify the use of force and intervention whenever neces-
sary to defend the “national” interests of the great powers this writer takes the side of margins:
groups of people, nations, complexes of humiliated countries which are set against them. That is
why we can consider this author as a prototype of a margin writer.
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JoBana ITaBnhesuh
Kpazyjesay,

CYBEILE XAPOJIAY IIMHTEPY

Pay ce Tuye mHTepmpeTanuje MyITHMeLVjaTHOT HepdopMaHca
Cyhewe Xapongy Huniiiepy, nssenenor 2006. ropyse Ha JoakumVnitep-
Decitiy y capaimy Kparyjepaukor Teatpa ,,Joakum Byjuh® u rocryjyhe
nosopumiHe Tpy1e [lon To us Manuecrepa.

Kipyune peun: Xaponp Iuntep, site-specific performance, 3sByuna
MHCTajIaluja.

Ha tpary 6orare nmosopuirse Tpaguiyje, Kparyjepauku Teatap ,,Joakum
Byjuh“ (manac KmaxeBcko-cprcku Tearap) je, okrobpa 2006. ropu-
He, oTBOpMO IpBu MelhyHapomHy mosopuuray ¢ecTuBan Mamux cle-
Ha JoakumMnitiepPeciii. IIporpam oBor 1o cBemy cyzehn cBojeBpcHOT
decTuBana unHMIE Cy npeacraBe nosopuira us Cpbuje, PymyHnje,
Enrnecke, Lpue Tope, Cnosennje n Xpsarcke. Ilopen npaMckux ocrsa-
pema U3BeleHNX Ha BeNKoj cienn ByjuheBor Tearpa, BemmKy maxsmy
ny0O/1MKe IPUBYKAO je IO30PUIIHY IIPOjeKaT Koju Huje 6110 y 3BaHWY-
HOM IIporpamy ¢ecTuBana — MyJITHMeVjalHy nepopMaHc 1oj Hasu-
BoM Cyhewe Xapongy Iunitiepy y pexuju Anexcanapa [lynbeposnha,
npocgecopa [Ipamckor ¢akynrera YHuBepsurera y Manuecrepy. Ilep-
dbopmaHc je peannsoBaH capajmbOM WIaHOBa learpa ,Joakum Byjuh®
u roctyjyhe mosopuine tpymne Ilon To n3 Manuectepa (John Thaw
Studio Theatre, Drama Department, University of Manchester) n n3se-
zieH je y monoh mameby Tpeher u yerBpror gana JoaxumMninepDecitia
(9/10. oxtobap) Ha mecty Pabpuke ayromobmia ,3actaBa’, HOpylIeHe
npunukoM HATO 6om6aprosama Cpbouje 1999. ronnae.

IIpojekar je mocBeheH aHTMPAaTHOM aHTaXXKMaHy OPUTAHCKOT ipaM-
ckor mucia Xaponga [TuHTepa, 1 Kako ucTude caMm pepuresb, nepdop-
MaHC He IIpefiCTaB/ba ajanTanujy jesHor I[lunTtepoBor pena, Beh je 06-
NMKOBAH Y BUJly KOJIaXKa Pas/IMYUTUX TEKCTOBA OBOT ayTOpa U3BEJIeHNX
y obnuxy site — specific performance. Kao nomassa tauka 3a peanmsa-
LUjy MPOjeKTa IMOCIY>K1Oo je roBop Xaponpa [IuHrepa npunmkom ypy-
yewwa HobenoBe Harpage 2005. ropgmue. PapmnodoHcku 3ammc rosopa
je MHTeTpucaH y CpeAylimu feo nepdopMaHca, a Bberopa afjanTainuja
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ce MO)Ke CMaTpaTy 3aceOHVM JPaMCKJM OCTBAPEHEM Y OKBUPY L[€IOT
npojexTa. Y TOM rOBOPY MOTy Ce YOUMTM ABa OMTHA aclieKTa: IPBMU je
OCTBApPEH y BUY HECYICTEMATN30BaHE IIOCTUKE U TI€ C€ VICIINTIBamba
CTBApHOCTY ITyTeM ApaMCKe YMETHOCTM M CaMoT IIpoljeca Mucama, TO
jeCT Ha Kojy Ha4VH Iycal] KOHI[UIVPA CBOje TMKOBe U KONMMKY KOHTPO-
JIy 3allpaBO MMa HaJ| BbUMa; ApyTH acrekT unHu [InHTepoBa KpuTnka
APYILITBEHOT ¥ perpecuBHOr cucteMa Bogehmx cBerckux cmma. Kako
nojenvHe IIMHTepoBe mpame MOCERYjy M3Pa3UT MOTUTUIKY KOHTEKCT,
TaKO JPYTY IIOMEHYTM aCIeKT Hala3y KOHKPETHY IPUMEHY y IIPBOM
npyxajyhu tmme moryhHocT ja ce mpo6rmeMu caBpeMeHOr APYIITBA
IIPENCIINTAjy ITyTeM KpeaTUBHOT CTBapaIadyKor IIpoLeca.

KipydHa Te3a oBor pasia, Kao 1 caMor nepdopMaHca, jecTe OHO IITO
je IImaTep Hammcao jomr 1958. roguHe, a UCTO MCTAKAO IIOHOBO Y CAMOM
rOBOPY:

He Mo>xe ce yCIOCTaBUTH jacHa pasimka u3Mehy oHoOra IITO je CTBapHO
U OHOTA IITO je HeCTBApPHO HUTY M3Mehy OHOra IITO je MCTMHUTO U OHO-
ra IITO je JTaKHO; CTBApP HMje HY>KHO HM MCTMHUTA HMU JTaXKHa, Beh Moxke
OWTHU ¥ UCTUHWUTA VU JTAXKHA. !

[TomenyTH nieo roBopa IMOCTY>XMO je HaMepM pefuTesba Jja MCIuTa
ozHOC n3Meby cTBapHOCTM IpuKasaHe Kao cref gorabaja 6e3 ykpyun-
Bama ofpeheHe ueosomIKe MO3aAHE U OHOTa LITO Ce CMaTpa HBeHOM
a/ITepHATMBOM, OJHOCHO CTBAPHOCTM KOja je IIpOu3BefieHa I IIacipaHa
nyTeM Mefuja. [Ipojekar He MoKyIaBa ia Ja OATOBOP Ha NMMATAILE IITA je
JIKHO a IITa MCTVHUTO, Beh MmokyIasa ja HaM IpefodM 4ecTo 3aHeMa-
PUBaHy YMIEHNITY Ja Ce T€ IBe CTBAPHOCTY KOHCTAHTHO NPEK/IaIajy 1
Ia BUXoB Mehyco6HM ofHOC Kao TakaB gonpuHocu cBe Behem ocehajy
YIPO>XKEHOCTH, CTpaxa u crpemme. Cykob IBe CTBAPHOCTH 3apaji OCTH-
3ama JOMUHaNMje jenHe npepounheMo mcnmuTuBameM (UKCHUX efle-
MeHara IepdopMaHca — IpOCTopa/nokalnuje, usBohada 1 MeyjcKux
MHCTaIaNMja, a y CKIafy ca TUM ¥ OFHOC OcTBapeH usMel)y mpocropa,
IOXXMBJbaja MyOmuKe 1 u3Bohayva.

IIpencraBa je, kao mro je Beh pedeHo, n3BefeHa y 06nuKy site —
specific performance. HeonxopHo je, cTora, 6/vbke OfpefuTy TaKBY Bp-
CTy CLIEHCKOT M3BoDema Kako 6MCMO BMUIEMN Y KOM CMUCIY IIPOCTOP
yTU4Ye Ha CBEYKYIIHO KOHCTUTYNCabe 3Ha4era IpeficTaBe. Takas mep-
dbopmaHc, mpe cBera, 3axTeBa ofabup nokaiuje Koja he Ha Haj6oBU
HauuH oMoryhuTu nMHTepakuujy uzeja u uspohada ca nmpocropom. Op-
HOCHO, JIOKaI[yja 1 u3Bobheme Cy y ABOjaKOM OZHOCY IIPU/INKOM OCTBa-

1 Harold Pinter, The Nobel Lecture: Art, Truth & Politics, in: Michael Billington, Harold Pinter,
Faber and Faber, London, 2007, 431.



Hacnehe

pUBama JaTor KOHTEKCTa: CBAaKO MeCTO Iocenyje oxpebene ¢usmuxe
KapaKTepyucTuKe Kao u oppeheny ucropujy xoje ogpebyjy armocdepy
nepdopMaHca I 1ajy TOH pajiiby, a 3a y3BpaT M3Boleme MpoHaasy Haj-
007p) HAuVH KaKo Jja aHuMupa rnpocrop. Ilopep Tora, nmpememTame ca
JIOKaIyje Ha JIOKaLMjy, UM ITPOMEHaJia Y OKBMPY jeJHOT MECTa, OMO-
ryhaBa carnefaBasme CLieHe 11 pa3MaTpame K/bYYHUX MIeja U3 pas/Iindn-
TUX yrnosa. Tako, nepdpopmaHc 00yxBaTa BUIIIe OKBYPHVIX JIOKALja OF
KOjUX CBaKa MO)Ke IIPe[ICTaB/baT Le/IMHY 3a cebe, a/lu 3HaYeme IMTa-
BOT IIPOjeKTa IIpeBasuIasy CyMy IOjeAVHAaYHMX CIIeHa. Y OBOM CIIy4ajy,
JIOKALIMjOM Ce CMaTpajy X MeCTO OKYIUbama IyO/Ke 1 IpeBo3 ayTooy-
COM JI0 IIeHTPa/IHOT MeCTa OffrpaBama IpefiCTaBe, Koje ja/be 00yxBara
OTBOPEH IIPOCTOp uctper (abpuke U jeAyHy MPeocTanty IpOCTOPUjy
YHYTap Ibe.

IIpencraBa 3anouynmbe Ha HEKOHBEHIIMOHA/IAH HAuUMH UCIIpe] 3Tpa-
ne Tearpa - y monoh. Cama yumeHuIa fa ce pajmba OABYja M3BaH
TpaAMLMOHA/IHe II030pUINHE CLIeHe, Y/Me Ce MCK/bydyje yoOudajeHa
HO3MIYja I7Ieflaolia y MpefcTaBy, oMoryhaBa MHTepaKIyjy myonmke u
u3Bohaya ¥ MHUIMpA pasMUIUbabe U aKTVBHO y4eCTBOBambe IIy0mu-
Ke y nsBobemwy mpezncrase. OTyza je myT 0 Kpajibe JecTUHAIVje IpBa
¥ IIpaBa NPWINKA 33 YK/bY4MBame MyO/IuKe y peannsalyjy npojexra.
CraB/pameM I0Be3a IIPEKO 04Mjy Iy THUKA/IyO/INKe je, He caMO Heode-
KMBAaHIUM IIOCTYIIKOM, Beh 3ajaTuM [paMcKuM CpeficTBOM, IOCTUTHYTA
BIX0Ba peakunja. KonektnsHo ongsobemwe mybnmke kojoj je onemoryhe-
HO J1a BUJM IIpaBall KpeTama I Jja IPY>XU OTIOP IPyOOM TpeTHpamy Of
CTpaHe BOjHIUKA CB€ 3aj€[JHO JOIIPMHOCE YTUCKY HECBOjE€BOJ/bHOT ITPUCY-
cTBa untaBoM jorabhajy. OBumM ce 6ecrIOrOBOpHO IpUXBaTajy IpaBuIa
LUTPE®, a CBEOIIIITe 3HaUewe forahaja ce momepa Ha YHyTpallmby HO-
KIBJbaj aKTEpa — pajitba MPEMCTAaBe IIOCTaje CaMO jeflaH Ofi OKBUPHUX
IJIAHOBA JbY/ICKe JIpaMe CBaKOT IOjeIMHIIa.

LInb opsobherma mybnuke robuja kpajwu cMmyucao Ha Mecty Oabpuke
ayTOMOOMIa Ka0 KOHAYHOT ofipeiniTa. Vako pajma Tek Taja Mounmbe
lila ce ofByja y GOPMATHOM CMICITY, YATABO OKPY)KEHe YCIIOCTaB/ba
KOHTVHYNUTET MCTOPUjCKMX JHelllaBara ¥ IIpe II0jaB/blBamba IyO/yKe.
Tome cBakako HOIpPMHOCE MPUCYCTBO MOMMIIVCKMX U BaTPOTacHUX je-
AVHULIA, a/l U ICTOPUjCKO ofpebere 1 pyMHMPAHOCT JOKaIyje, Koju
he oner, Kpajibe 3HaueIhe no6uT y IMYHOj MHTEPIPETALVjy ITIefa0La.
Tume je omoryheno HoBo Bubeme yokanuje, a He IIyKO IpeIIO3HABabe
II0 3Ha4ajy KOje OHa HOCH, U3 IePCIIeKTMBE HEKOTa KO cajia y4ecTByje y
fabeM (GOpMUpaIby HbeHe UCTOpHje.

IIpBa crjeHa je mpeyseta u3 fpame lopuwitiauku jesuk (The Mountain
Language) v u3BefieHa je Ha OTBOPEHOM IIPOCTOpY mcrpen ¢dabdpuke
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1oy, cabmacHUM cBeT/IoM pedrekropa. Ha npumepy oBe cueHcke pea-
NMU3aLyje ce MOXKe BUJETY KaKO IT030PUILITE KA0 MHCILIEHAIja CTBAPHOT
JKMBOTA CIIajabeM OKPY>KeHa U Ba MUTA — jeJHOT KOji TOBOPY O TOJ-
pebeHOM Hapony KojeM je 3a0pameHo fa ce CIY>KU MaTePHUM je3VIKOM
U IPYTOT KOjU TOBOPY O CYIIePMOPHOCTH Bofiehnx custa — mpy»ka nocma-
TpadynuMma MOFthOCT oa I/ICHI/ITajy APYLWITBEHO-IIO/INTIYKA IIVITalba KaKO
Ha JIOKQJIHOM TaKO M Ha ITI06aTHOM HUBOY. ExcrummmurhHa mannge-
cTalyja mpyMeHe BepbarHor 1 (pU3MIKOT HacU/ba HAJl jeTHVUM IUIaHVH-
CKMM HapoAOM Yy LINbY I‘Y6I/[TKa BEroBor KyJaTYpHOI M HallVIOHa/THOT
UIEHTUTETA YCIOCTaB/ba flaj/ba IIpaBU/IA MOHAIIAKA. Y CKIAJY Ca TUM
IpaBUINMa, TepPOpPMaHC je N3BefieH Ha eHITIECKOM M CPIICKOM je3MKY,
I/ie je IIPBY IaT KA0O CPEfICTBO OCTBapema QyHKIVje TUPAHHA, a IPYTH
Ka0 CPefICTBO M3pa’kaBatba Hapo/ia KOjU Ce CMaTpa U MOTYNHEHUM.

C o63upom Ha TO Aa je 1 3a IIMHTepa CTBAPHOCT BUILEANMEH3NO-
HaJTHa, IIPeJiCTaBa HaCTaB/ba Ca MICIMTUBAmbeM CyKoOa Be CTBAPHOCT.
CBe 110 Tajja, BUXOB IOJIAPUTET je IAT Y allCTPAKTHOj GOPMU U TeK ca
K/by4HOM CIIEHOM, KOja Ce OfiuTrpaBa y jefMHOj IIPEe0CTajI0] IPOCTOPUjI
dabpuxe, fobuja cBoje dpusnuko oppebemwe. [lybnuka je, kao y HeKoj
BPCTU €KCIIEPUMEHTA, II0CTaB/beHa y LIEHTPaHA [e0 MPOCTOpUje Ofa-
K/Ie MOXKe MMAaT! YBUJ Y JIB€ TEMATCKU ¥ UJEOTOUIKM CYIPOTCTaB/be-
He crieHe. Ca jeHe cTpaHe ce Hajasy cupoMaliHo onpember VIP ¢o-
aje MpeCTVDKHE aBMOHCKE KOMIIaHMje YMjy je IIaBHM aKTep M3a30BHA
XocTeca Koja 3ajeflHO ca aMOMjeHTOM IIPeiCTaB/ba ONMNYehe CTBAPHOCT
IJIacupaHe ITyTeM Mefuja. Yyora xocrece jecte ia CBOjoM GpOpMOM U
IPUCTYIIOM KOjU IIPOM3/Ia3y U3 NPUPOJE HEHOT II0C/IA, IPUKPUje UC-
TUHCKM Cajipykaj ers3ycTeHnMje aTe Ha CYIIPOTHOM Kpajy cobe. JIok je
ny6nuka yBefieHa y cueHapyuo VIP ¢oajea myrtem jacHux obasemrema
0 TOMeE TJie Ce Ha/la3) ¥ 3alITO, IpyTa ClieHa He Iocefyje TaKBY BPCTy
nposora. Y SPyrom Ciay4ajy, HOCWIAL, pafilbe je YOBEK KOju Cefu caM
u 6ecrioMohaH Ha OOTHMYKOM KpeBeTY, a HeroBa yjora je Tako KOH-
LUIVpaHa Jja He IIOCefyje HMKaKaB TEeKCT, I1a cTora Hu yBoj. OTBOpeH
IIOYeTaK JIpyTe CIeHe fAaje MoryhHOCT Iy 6y 1a pencnmTa NCToOpujy
JIMKa U J1a Ta CMECTU Y OAToBapajyhy KOHTEKCT. JeAMHO CPefiCTBO Koje
npyXa fofaTHe MHpOpMaIyje, a TUMe Jjaje ¥ HeKM HaroBeIlITaj jecTe
npojeknuja cnmka 6oMbapoBama y Ho3ajuHu 60THNYIKOT KpeBeTa.

Vpeonomka MaHuUIyIaluja NyOIMKOM HOBOAYM y HEM3BECHOCT
Kpajmu ucxop npencrase. [losnara curyanuja wim edexar [InnTepo-
Be cobe he HY)XHO M30/10BaTH MYONMKY M YCTIOBUTH je Jla UCTOBPEMe-
HO IIpaTy pa3Boj obe papme 1 yBuau nocnennie obe. Popma jenne
CTBApHOCTH ce He 00/MuKyje ImyTeM pedn — morahaju moBo/bHO TOBOpe
y mpwor npo6eMa Kora ce OHa Tude, JOK opMa Apyre CTBApHOCTH



Hacnehe

TEXXV CBECHOM 3aHEMapMBamy TOI IpobjeMa Tako LITO IpyXka Iyo-
mumy ocehaj marogHocTn u pacrepehenoctn. Ilogrexcr éosopa hyiirve
aKTepa Jpyre ClieHe pasBMja CBOjy Cafip)KMHY Yy CK/IaJly ca pafilboM I
OKPY>X€heM — TUINMHA, Ka0 CeMaHTM4Ka Kareropuja y IImnrepoBom
CMUCITY, HOCK JjasieKo Behy 3HaJaj Hero 1eJIOKyIaH MOHOJIOT XOCTece.
Moryhe pememe y KOPICT jefiHe Off IPMKa3aHUX CTBAPHOCTH MOHYHeHo
jé 3ByYHOM MHCTA/JIALIMjOM Y BUJly MMarMHApPHOT JMjajsiora KOju je ca-
YIbeH CYNPOTCTaB/bambeM [IMHTepOBMX peun U peaxiyja HEIIO3HATUX
JbY[IU KOjU He TIOfIpKaBajy beroBe CTaBoBe. TaKo OCMMILIbEH AMjAJIOT je
y HOTIYHOCTY €KBUBAJIEHTAaH 00pOM IBe CTBAPHOCTM Ca KOjOM CY IJle-
Ja0IM CyOY€HM Ha CLIEHMU.

3ByuHa mHcTananuja (soundscape) ejupa batnepa, Takohe mpo-
decopa YHuBep3uTeTa y MaHYecTepy, je TAKO OCMUIIUbEHA a IATY CIie-
HY JIOBefle Y JUPEKTHY Be3y ca ayTOPOBUM IOTUTUYKUM AHTKMAHOM
Yl BETOBUM fipaMaMa. JHcTananuja kom6unyje nenose IInHTepoBor ro-
Bopa 3a HobenoBy Harpajny, aujaiore u3 beroBuUX gpaMa 1 MaTepujas
Io6ujeH MHTepBjyncameM JbYAH Y oKomHM MaHduecTepa. VIHTepBjyu cy
TaKO OPraHM30BAaHM Jja Cy 00yXBaTamy jbyie pasmmunTux npodecuja,
obpasoBama I CI0jeBa IPYLITBA — JbyAe KOju Cy mpoydasamu I[InHTe-
poBe ipaMe U ITTyMIle KOjy CYy MX M3BOJIM/IN, 3aTUM Jby/ie KOjU HUKaJa
H1Cy gynu 3a [ImHTepa 1 Koju HuKajja HUCY IPUCYCTBOBAIN U3BOhemy
HeKe Off IeroBux apama. CBakoMe KO je MHTEPBjyMCaH IOCTaB/baHa
Cy JICTa INTamba, Koja ce OfHOCe OM/I0 AMPEKTHO VI MHAMPEKTHO Ha
ayTOPOB IeJIOKYIIaH aHTAXMaH, VICTUM pPefoc/IefioM 0e3 IPeTXOJHOT
yrosopema, kao Ha npumep: ,Ko je Xapomnpg [Tunrep?, ,,3amTo je ko-
KolIKa npenuia myt?, ,lllta cmarpare cnob6omom?, ,IlIta cre ypagumm
ca Makaszama?‘, ,Kako sammuupare ujeanan nosparak?’, ,Koja je Haj-
ropa pohenpmaHcka 3ab6aBa k0joj cTe npucycrBoBamm?“ u ,[la mu je Xa-
ponp ITuntep 3acnyxno Hobenosy Harpany?“. Ilnrama cy ogabpana us
wect cnepehux apama: Hohna wkona (Night School), Hacitiojuux (The
Caretaker), IHawiymwyu (The Dwarfs), Pesuja (The Collection), /by6asHux
(The Lover) u Cyiuieper (The Basement). EneMeHTH 3By4He MHCTaIaLMje
Cy MHKOPIIOpPMPAaHM TaKO Jia Ie/MOBU MHTEPBjya, Y GOpPMU HEYTOJHUX
NUTamka U HEIOTMYHMX UCKa3a, CTyIle y MHTepakuujy ca IlmatepoBum
TOBOPOM KaKo OV ra IOfpVIIN MU Ojadan. Y CaMOM AMjasiory, MHTep-
BjyMCaHM Jbyy Npey3uMajy ynory IIMHTepoBuUX IMKOBA U jaCHO IIOKa-
3yjy #a He of06paBajy BeroBo IpICYCTBO, I1a Cé CTOTa ¥ pa3BHjajy camMu
of cebe 6e3 mpuMeHe OMIO KakBe KOHTpOJIe, Oalll OHAKO KaKo je cam
[InHTep 06jacHMO CTBapaaayky Ipolec. Y MOCTIeHheM CETMEHTY UH-
crananyje [IMHTEp penntyje mecMy Koja ce 6aBM CTarbeM MPTBOT Te/la
IIOK Ce y MO3aJVHU MOTY YyTM ITIaCOBM MHTEPBjyMCAHMX /NMIA KAKO
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hackajy o cBojum cehamwuma Ha Hajropy pobengancky 3abapy. Kondy-
3Mja Koja HacTaje ycief peK/Ianama pasIMInTuX IJTacoBa OHeMoryha-
Ba I7IeflaoLIMa J1a ce CKOHI[eHTpuIly Ha [IMHTepOB roBOp KOju ce Thye
HaIIVX JY>KHOCTK Kao rpabana. OunrienHa HaMmepa Te KoHQy3Mje je ja
Ha ofjpeheHN HauMH M3a30Be I7Iefaole/CIyNaole, TO jeCT IIOCTaB/ba Ce
IINTamE IHBUXOBOT I/IS60pa — ga 1n he IIXBY YCMEPUTH Ha OPYLITBEHY
¥ MOpaJIHy o6aBe3y vy Ha hackame o HeKkoj 6e3Ha4yajHOj 3ab6asn. [1Ipu-
MEHOM OBaKBOT IIOCTYIIKA y pean3alyju 3By4He MHCTananuje, [Iunrep
je IpencnuTaH off CTpaHe COICTBEHMX JIMKOBA, Koju Iy Tpeba aa
YKaXy Ha y>Kac JbY[ICKOT He3Hama U 3aHeMapyBama. 1ako je 1 caM Ha-
3UB IIpefiCTaBe ABO3Ha4aH — [IuHTep Tpeba fja mpeucnnTa Hac, CIyLIa-
olle, y MCTOj Mepy M Ha MCTY Ha4MH Kao IITO TO YMHE HETOBJ JMKOBIL
OBuM MynTHMEUjaTHUM IIPOjEKTOM, KOju je y 1yxXy IImnTepoBux nena,
a He ITyKa MMUTAIMja MCTHX, OCTBApeH je O/IVDKM KOHTAKT Mumpe myonu-
Ke ¥ ay TOPOBOT aHTa)KMaHa.

Yob6nuuasame ctBapHOCTH y ofpeheny dopmy koja he 6utn mogHO-
LIUBVBMja VI MSHOLIEHE Ha BUJE/NIO CAaKpUBEHEe PeaHOCTU HMOCTUTHYTH
Cy IIyTeM MMAar¥HapHOT Jiyijajiora KOju CyIIPOTCTaB/ba [Ba pas/INduTa
Bubema jefHe Te MCTe CTBAPHOCTH. 3ByYHA MHCTAJIANMja, KOja CBOjUM
[Mja/IOLIKMM KapaKTepOM UCIINTYje pas3Boj pajibe Ha CLieHN, IPefiCTaB-
Jba OCTBapeme IbeHe Calp)KUHe, OFHOCHO eKCIUIMINMTHUje OTK/Iama
IpUBMAHY GOPMY IBe CTBAPHOCTH OJIMYEHE Y IBEMa CYIPOTCTAaB/beHUM
ciienama. ITocreneno pasrpahusame, To jecT femucTrduKanuja 1y60ko
YKOpPEIbEHNX CI0jeBa CTAPHOCTY HMje faTa y Wby AeMHUCAba WIN
Ipy>kama KOHAYHMX ofrosopa. IIpeBacxomum um nepdopmaHca je na
HaBefle Jbyfie /ja IIPeBPeIHYjy CBOje CTaBOBE U fia YBUJE [ Ce IPOoLiec
Tpakema MCTVHE HMKaJla He 3aBpiaBa. [lepdopmanc je, y nemocru, no-
CTaB/beH y BUJY KOHTPAIIyHKTa — Ha Taj HAYMH je HajOO/be MCTAKHYT
CYK00 Ha CBaKOM Of CIIEHCKVX IUIaHOBa. [7legaonnma cy nonybene an-
TepHATMBeE, /) CaM Kpaj IIpeficTaBe He OfipakaBa KOHAYHOCT, Beh mpe
LIMKIMYHY GOPMY IpeficTaB/beHNX forahaja.

Ocraje HaM jol Jja MICIIMTAMO OCTBapeme cafip>KuHe neppopMaH-
ca V3 MepCIeKTUBe aKTUBHIX YYeCHMKA Y OBOM IIPOjeKTY, yK/bydyjyhu
u ny6nuky. Bubemwe nepdopmanca ox crpane jenHor off refaora Mu-
oppara Crojunosuha, HoBuHapa u ny6muuucre u3 KparyjeBna moxe
ce meduHMCATH Kao IIpOHAaXemwe aHanoruja usmebhy mcropuje rpasa
KparyjeBia 1 KpM3HUX TpeHyTaKa y cBeTy y cafaurmocTi. [To muramy
[TuntepoBe anTMpaTHe NOpyKe, Kparyjepar nma nmoce6an ceH3MOMM-
TeT jep je Kao Tpaji MCKYCUO CTpafiaba y BUIlle HaBpaTa TOKoM 20. BeKa.
Y 3HaK ycIIOMeHe Ha )XPTBe OJJHEI0Bao je HU3 aHTMPATHUX MaHudecTa-
1yja, ox Benmkor mkonckor yaca 1o MebhyHapopHor caioHa aHTUpaTHe
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KapuKaType, Koje Cy ra yBene y wiaHCTBO CBeTcKe YHMje rpaloBa Xp-
TaBa para — rpagosa Mupa u CBeTcke acolyjalyje rpafioBa JOOUTHIKA
npusHama ,,Kypup mupa® Y ToM cMucity ce MoXe IIOCMaTparty 1 M030-
puIITe, KOje Kao Ky/ITypHO-00pa3oBHa MHCTUTYIIV]A, aje CBOj JOLIPH-
HOC OfipXKaBamy Takse Tpaauuuje. [ImHTepoBa aHTMpaTHA MOpyKa je
CBETCKOj jaABHOCTM IIPEHETA Iy TEM Me/INja YMMe je FbeHa CHara y BeJIMKOj
Mepu y6nakeHa. OBOM IO30pPMIITHOM aJjaliTallijoM, CMICA0 TOPyKe je
apTUKY/MCAaH HEITOCPETHUM YMETHMYKMM KaHa/IOM YJMe je OHa IIOHOBO
1o6uIa Ha IPBOOMTHOj CHA3M — TO BUIIE HYje OYI0 T/Iac ca Te/IeBU3MjCKOT
expana. CmuHo je Bubeme nepdopmanca u us yrna Bragana JKnsko-
Buha, rrymuna y ynosu 6e3 rekcra. Tpeba ncrahm fia je Taksa mosmiyja
IIyMIia, 6e3 0631pa Ha MCKYCTBO, jaKO TellIKa I 3aXTeBHa 3a M3Boheme,
IIa ce TaKo Mopa npubehy HEKOM JpaMCKOM CPEACTBY 3a IPEHOLIEHe
muciu u ocehama kxoje he o6ojutu creny. Op Benuke nomohn, y TakBoj
Y1031, Cy CBaKaKO 3BYYHM U BU3YeTHM e(eKTI Kao VI MHOBATVMBAH Ha-
4)H M3BODema IpefcTaBe, OpUTMHAIAH aMOUjeHT U BpeMe JielllaBamba,
IITO CBe 3ajefHO CUMY/IMpa peaaHy cuTyanujy 6ombapnosama. C TuM
y Be3M Ce II0CTaB/ba NNUTamkbe YTHIAja KOje II030pUIITe MMa Ha Ty O/INKY.
Mako je BehuHa ckenT4Ha 10O MUTamky Tor yTniaja Bragan JKuskosuh
CMaTpa Jja aKko IrymMaly mpube my6mmiy Ha ogroBapajyhn Ha4mMH U TMMe
yCIle Ia IpOy3poKyje 6110 KaKBY peakijy/eMoLyjy, TO je 3HaK Heke
IpOMeHe M 4YMHU JOJATHY MOTMBALjy 3a Jaj/be CIpoBODheme MCTHX.
Crora, Hama je o6aBesa Jja aKTUBIPAaMO KPUTUYKO PasMUIIbAbe U f1a
aKTMBHO Y4YECTBYj€MO Y CBEMY LITO HAC OKPYXXyje — jeIHOM pedjy, Halla
ob6aBesa je 1a 3ay3MeMO CTaB.

VHTepakIjoM MeIMjCKMX MHCTalalnyja, uM3Bobaya u Impocropa
MO>KEMO BUJETM KaKO je[[HO YMETHMYKO JIe/I0 KaO jaCHa pelpe3eHTa-
I[Uja CTBapHMX porabaja cmaja fiBe CTBaApHOCTM Ha jeJHOM MeECTy U
IpuMemYje je Ha JVCKYTabMIHO CTame CTBapy Ha JIOKATHOM HMBOY.
3By4YHa MHCTa/MaLNMja, KOja ce TI4e CBEOITe Kpuse y cBeTy npahena
je mpojeKToBamweM CIMKa 60MOapoBamba Ha JIOKATHOM IUTaHy. MeTo-
Jle HaCWJIHOT yCIIOCTaB/barba OPraHM30BaHe KOHTPOJIE 3ajelHNLIEe MOTY
OUTV pasHOBPCHe II0YEB Off CBUX BPCTa YCIOB/beHOCTH y [TnHTEepOoBOM
cMucry peun (o uemy roBopu gpama The Dumb Waiter) xoje ce Hamehy
Kao ITO3UTVBHO yCMepaBame ofjpeheHor apyITBa y TpaH3UIVjI 11 CBE
IO OHUX JIpPACTMYHUX KOje TeXe MPOrPeCUBHO] JeCTPYKLMUjU jelHE Ip-
KaBe Ia 11 IeHOT APYIITBA. Y CBAKOM CIIy4ajy, 0b6e mompumajy popmy
koja he Hapony matu mnysujy cnobomgHor ogabupa, 4nMe cBecHo 6uhe
Ipeflasyl Y HECBECHO a HAacu/be IOCTaje MONHOIUBMBO M JIETUTUMHO.
[lITaBuie, U3rnefa fa CBETy HEJOCTajy KOHCTPYKTUMBHE KPUTUYKE TeH-
HeHIMje KojuMa Moxke mpuhu akryennum nutamuma. C 063upom Ha
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TO JIa CMO CBECHM JIa IIPOTECTY IIVPOM CBETA MMAjy jaKO Malau yTULaj,
aKo ra yoIIllITe U MMajy, 1 [ia je JeMOKpaTyja yBea c1obony roBopa 6e3
VIKaKBe CTpellbe Aa he ce TMMe HapyI Ty JeMOKPATCKI IIOPefaK jep ce
ped ApyTor CBECHO 3aHEMapYje, /byAUMa ce MOpa IIOHYAWUTY HeKa anTep-
HaTMBa Jja K/byYyHa INUTama cariefajy ca pasInuuTux acrnekara. Kako
6u ce mpobyauno caoceharme, HEOIIXOHO je Jla ce KOHKpeTaH pobieM
IpUOIVDKM JABHOCTY TAKO Jja OHAa MOYKe YYeCTBOBATH Y IbeTOBOM paspe-
IIaBaby, YMMe Ce MOTy YCTIOBUTH ofpeheHe MpoMeHe Ha HUBOY CBECTH
nojenuHa. Cyherwe Xapongy Ilunitiepy je IoKasao Ja ce ayTOPOBY CTa-
BOBJ MOT'y IIpeMCIINTATU 6e3 HaMeTama MKAKBOT CTaBa MV KOHTPOJIe
HaJl I7IeflaolMa I1a TaKO ¥ Jja YMETHMYKO JIe/I0O MOXKe IIPUCTYIIUTH aAK-
TYeJTHUM IIMTAbJIMA, a Jja Cé He CMaTpa eCTeTU3aljoM IONMNTYKe, Beh
Jla ce cMaTpa CPefCTBOM pa3BUjarba MONV KPUTIYKOT Pa3MUII/barba.

Jovana Pavicevié
THE TRIAL OF HAROLD PINTER

Summary

The paper concerns the interpretation of multimedia performance The Trial of Harold Pinter,
which was realized as a collaboration between the Theatre “Joakim Vuji¢” from Kragujevac and
John Thaw Studio Theatre, University of Manchester in 2006 at the first International Small
Scene Theatre Festival.
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Susan Hollis Merritt

PURSUING PINTER!

Susan Hollis Merritt, the author of Pinter in Play: Critical Strategies
and the Plays of Harold Pinter and Bibliographical Editor of The Pinter
Review, defines contexts of her academic scholarship “Pursuing Pinter,’
which began after she first experienced the New York premiéres of The
Homecoming and The Birthday Party in 1967-1968. She relates details of
her subsequent meetings with Harold Pinter pertaining to his Archive in
the British Library; to these archival holdings; to some of her later the-
atrical experiences of his stage and film work as a playwright, a screen-
writer, and an actor; and to her own and other scholars’ publications.

Key words: adaptations, British Library, Harold Pinter, Harold Pin-
ter Archive, Harold Pinter Society, Susan Hollis Merritt, films, King Lear,
The Pinter Review, Pinter scholarship, plays, screenplays, Sleuth (1972
play by Anthony Shaffer), Sleuth (2007 film based on screenplay by Ha-
rold Pinter)

“ .. sometimes it’s necessary to go a long distance
out of the way to come back a short distance correctly”
—Jerry to Peter (“THE STORY OF JERRY AND THE DOG”),

The Zoo Story, by Edward Albee

Pursuing Harold Pinter has been one of the great joys of my academic
life—~emotionally intense and intellectually exhilarating, profoundly pri-
vate and pertinently public, deeply personal and socially and politically
engaging. My academic pursuit of Harold Pinter began over forty years
ago, in 1967-1968, with my first experiences of The Homecoming (1964)
and The Birthday Party (1957) on stage. At that time I was in my sec-
ond year as a Ph.D. candidate in English language and literature at In-
diana University at Bloomington, specializing in Drama and Restora-
tion and Eighteenth-Century British Literature (the genre and period
of my Qualifying Examinations) and minoring in Literary Criticism in
the Indiana University School of Letters (successor to Kenyon School of

1 I presented an earlier version of this essay as a plenary speaker at the conference Artist and
Citizen: 50 Years of Performing Harold Pinter, at the University of Leeds, in April 2007. Its
subtitle was: “From Stage to Screen and Page, From Page to Stage and Screen - and Back and
Forth Again” I have shortened the title for publication here.
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Letters, in the Kenyon School of English, from 1951-1979). While I was
back home for two consecutive university breaks, my mother, Bedonna
Merritt, gave me two tickets to these plays. We lived in New Rochelle,
New York, about a half-hour’s drive or a forty-five minute train ride
from Manhattan. As one of my undergraduate college friends was visit-
ing us at the time, I offered the other ticket to her, and the two of us took
the train into the City to see The Homecoming together.

In his televised interviews with Harry Burton (Working With Pin-
ter) and Charlie Rose (The Charlie Rose Show), as in some of his earlier
interviews, when asked about how he regards the audiences of his plays,
Harold Pinter illustrated his attitude toward audiences by describing the
mutual “hatred” of the first New York audiences and cast of The Home-
coming during that American premicre of the play, directed by Peter
Hall with the original Royal Shakespeare Company cast, which opened
at the Music Box theater on 5 January 1967, with one change in the role
of Teddy, from Michael Bryant to Michael Craig (Pinter, The Essential
Pinter 183). According to Pinter, from the moment of the curtain rising
on John Bury’ set, audiences despised the production and the play. I
must have been an exception. While my friend did indeed hate the play
and made it clear to me in no uncertain terms that she was appalled by
both its language and its sexuality, I was thrilled by my experience of The
Homecoming and truly appreciated the production and the actors in it.

During another university break in 1967-1968, my mother got tick-
ets to Alan Schneider’s New York premicre of The Birthday Party, which
had opened at the Booth Theatre in October 1967, and this time she her-
self accompanied me. My identification with James Patterson’s Stanley
being browbeaten into gagging speechlessness by the figures of authority
Goldberg and McCann despite his rebellious resistance against playing
“the game” got so deeply under my skin-Henderson Forsythe’s whimper
as “PETEY (broken). Stan, don’t let them tell you what to do!” resonat-
ing so strongly-that it launched my academic work on Pinter. During
Spring 1968, I was enrolled in a graduate seminar in Modern British
Drama (covering Shaw to Bond), with Professor Harry M. Geduld (who
taught in both the English and Comparative Literature Departments at
Indiana University). As he had not yet included work by Pinter in the
course, I asked him if I could write my seminar paper on the plays of Ha-
rold Pinter. He welcomed the idea, which resulted in my first academic
paper on Pinter, entitled “The Power of Pinter’s Women.”? From then on,

2 As I point out in the last chapter of Pinter in Play, where I discuss "Critical Change: My
Own Case” (255-56), I learned only later that Geduld had already published a review of The
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I was hooked on Pinter and determined to write my Ph.D. dissertation
on his work.

The next year, 1968-1969, I embarked upon research for my disserta-
tion, ultimately completed in 1973 and entitled “Fantasy behind Play: A
Psychoanalytic Study of Emotional Responses to The Birthday Party, The
Caretaker and The Homecoming” (Diss. Indiana, 1973). My dissertation
was directed by David Bleich (Readings and Feelings: An Introduction
to Subjective Criticism [Urbana, IL: NCTE, 1975]; Subjective Criticism
[New York: Oxford UP, 1978]), a pioneer in psychoanalytically-based
reader-response theory, criticism, and pedagogy, and it adopted Bleich’s
key revisions of certain theoretical premises in Norman Holland’s The
Dynamics of Literary Response just published the same year (New York:
Oxford UP, 1968). In 1968, during another school break, I traveled home
again to see the New York premicres of Tea Party (1964) and The Base-
ment (1966), directed by James Hammerstein, at the Eastside Playhouse
in New York City, where the double bill had opened that October.

In the section on my own “critical change” in the last chapter of Pin-
ter in Play, where I discuss that process of writing my dissertation in
detail, I consider another “crucial change in my work on Pinter and my
critical perspective in general resulting from my participation in New
Directions in Literary Study, a Summer Seminar sponsored by the Na-
tional Endowment for the Humanities and taught by Ralph Cohen at the
University of Virginia[, in Charlottesville, Virginia,] in 1978. . ” (260),
which focused on the questions “What is literature?” and “What is criti-
cism?” In Pinter in Play, I point out that,

As a result of my experience in Cohen’s seminar, I became even more
skeptical of my former speculations about what other critics thought and
felt. With this greater skepticism I also began to view a “psychoanalytic
methodology” as just one of any number of possible critical approaches
and to achieve a broader perspective on it. Having studied Derrida, Lacan,
Heidegger, Gadamer, Foucault, and Kosik (among several other theorists)
with Cohen, I decided to try to place Pinter criticism in the context of
current literary and critical theory. In 1980-81, while teaching at Assump-
tion College, in Worcester, Massachusetts, I conceived the . . . project [ul-
timately published as Pinter in Play], applying for a fellowship from the
NEH [the National Endowment for the Humanities] to support it. (260)

During the period from 1980-1982, while I was involved in apply-
ing for the NEH Fellowship that I eventually was awarded for academic
year 1982-1983, starting my European travel in the summer of 1982, my

Birthday Party and Accident: "The Trapped Heroes of Harold Pinter;” Humanist 28 (Mar./Apr.
1968): 24, 31.
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pursuit of Pinter continued unabated, as it had while I was teaching at
the University of Hartford from 1972-1979.

From both Manchester, Connecticut, where I lived when I taught at
the University of Hartford, and Worcester, Massachusetts, where I lived
for the year before that, in 1971-1972, and for four years after that, from
1979-1983, I was within just a few hours’ drive of my parents’ home in
New Rochelle, or after they moved from New York, still close enough to
Manbhattan to drive there. Throughout the 1970s and early 1980s, when-
ever there was an important stage premicre or an especially important
revival of Pinter’s work in New York City, I could usually travel into the
City to see it.?

Close Encounters of a Kind

In 1982, when I was living again in Worcester, Massachusetts, I
learned from an announcement published in the local newspaper, the
Worcester Telegram & Gazette, that the Tony-Award winning regional
theater Trinity Square Repertory Company, located nearby in Provi-
dence, Rhode Island, whose Artistic Director Adrian Hall was, would be
producing the American premicre of The Hothouse and, in conjunction
with Pinter’s one-week visit to work with Trinity Square Rep on their
production, that Pinter would be awarded an Honorary Doctorate at
Brown University. A colleague at Clark University, who wrote book re-
views frequently for the Worcester Telegram & Gazette and knew its edi-
tor quite well, recommended that he engage me to write a preview article
introducing Harold Pinter to the local Worcester audience, who might
be interested in seeing the production in Providence. Although Hall had
invited me to sit in on rehearsals while Pinter was working with them, he
had to close rehearsals due to the actors’ nervousness about working with
the playwright. After Pinter left, I returned to sit in on another rehearsal,
to interview Adrian Hall and members of the cast about their experience
working with Pinter, and to see the results on opening night. In Pinter
in Play 1 cite that article, ironically entitled “Stalking Harold Pinter” In

3 In that period I saw the American premicres of Landscape and Silence, in a double bill
directed by Peter Gill for the Repertory Theatre of Lincoln Center at The Forum of the
Vivian Beaumont Theatre in April 1970 (during another university Spring break) and the
revival of The Birthday Party at the first Harold Pinter Festival directed by Jules Irving for The
Repertory Theatre of Lincoln Center, at The Forum of the Vivian Beaumont Theatre, in the
Winter of 1971 (during another university Winter break); the 1975 New York revival of The
Homecoming; many of Pinter's films such as The Servant, The Pumpkin Eater, Accident, and
The Go-Between; and Peter Hall's film of the Royal Shakespeare Company production of The
Homecoming in 1973, as part of the 1973-1974 American Film Theatre subscription series to
which I had subscribed in a local Hartford-area movie theater; and the American premicres
of Old Times, No Man's Land, and Betrayal, both the stage play and the film.
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Harry Burton’s documentary film Working With Pinter (which I watched
on a DVD that Burton sent me in late February 2007 and again in Leeds
in April 2007), I could finally experience the process that I was not in
rehearsals to observe directly in 1982. My own earlier account of Trinity
Square Rep’s experience of working with Pinter, observing “his concern
with what he would consider the accurate production of his plays, that is,
with productions that he would consider faithful to the published texts
and to his intentions” (Pinter in Play 18), does, however, jive with that
film’s presentation of clips of Burton’s and his actors’ experience of work-
ing directly with Pinter in developing their productions of Old Times
and No Man’s Land.

While Pinter was working on The Hothouse production at Trinity
Square Rep, I met him for the first time, not quite by chance. After Adri-
an Hall closed rehearsals, the public relations director of Trinity Square
Rep told me to call her every morning, to check to see if they felt com-
fortable enough with Pinter to have me observe rehearsals, and, just in
case they were able to do so, she told me to be in the theater lobby every
day at 12 noon, when Pinter arrived. On the last day of rehearsals, when
he came striding through the lobby door, I approached him and intro-
duced myself, telling him that I was writing a book on criticism of his
plays and was interested in interviewing him. In the first part of Pinter
in Play, “Perspectives on Pinter’s Critical Evolution,” in a section of the
first chapter “Progress’ and ‘Fashion’ in Pinter Studies” entitled “Pinter
on Pinter Criticism,” I allude to our first encounter:

In February 1982, when I spoke with Pinter in Providence, Rhode Island,
with regard to arranging an interview about the criticism of the plays, he
said: “I can tell you right now. I'm not interested in critics.” In correspond-
ence later that year, he politely declined to be interviewed on this subject,
in effect limiting production of more Pinter on Pinter criticism. (12)

In Pinter in Play 1 also describe how, after recognizing that I would
not be interviewing Pinter about his critics, “The announcement that
the NEH would support travel for research and consultation with other
scholars led to a ‘brainstorm’ (my own ‘Aha!” experience) that eventually
became a core” of the book:

the consultations would be personal interviews with scholars and other
critics (including several journalists and some actors and directors) to im-
prove my understanding of why others interpreted Pinter’s work as they
did. ... I traveled to the critics themselves and directly asked them ques-
tions about their experiences of and writing on Pinter’s plays. Through the
interviews with the Pinter scholars I learned from them firsthand the con-
texts for their publications, finding out what they thought were the sources

1551



HYACOMNC 3A K VXEBHOCT, JE3MK, YMETHOCT U KYJTYPY

1156

of their own critical choices and changes, much as a journalist, a biogra-
pher, or an ethnographer would do. (261)

I started my research in London for a few weeks, visiting the British
Library (then still located in the British Museum), the BBC Written Ar-
chives Centre in Reading, and the Colindale Newspaper Library. From
London, I flew to Dublin, to do research at University College Dublin
and to interview journalists who had reviewed Pinter’s plays; to Paris, to
do research in the Biblioth¢que Nationale de Paris; back to London, to
do more research in various archives and to interview both Sir Harold
Hobson and Martin Esslin, and Elizabeth Sakellaridou (then Hadzispy-
rou), who was just beginning her dissertation later published in 1988
as Pinter’s Female Portraits: A Study of Female Characters in the Plays of
Harold Pinter; and to Frankfurt and by train traveled on to Munich and
then Bamberg and Freiburg, West Germany, to interview Ewald Men-
gel ( whose dissertation on socioeconomic role playing in Pinter’s plays
was later published in German) and Mengel’s dissertation director, Paul
Goetsch.

Throughout the fall and spring of 1982-1983, I continued pursuing
Pinter through his critics. In Fall 1982, during my swing through the
Midwest, arranged by a wonderful travel agent, I traveled from Worces-
ter, Massachusetts, to Charleston, Illinois, via Chicago, to interview Lu-
cina P. Gabbard (The Dream Structure of Pinter’s Plays); to Joplin, Mis-
souri, via Kansas City, to interview Steven H. Gale (Butter’s Going Up: A
Critical Analysis of Harold Pinter’s Work; and to Columbus, Ohio, to in-
terview Kathy Burkman (The Dramatic World of Harold Pinter: Its Basis
in Ritual). During Spring 1983, I flew back to Charlottesville, Virginia,
the site of my 1978 NEH Summer Seminar with Ralph Cohen, to inter-
view Austin Quigley (The Pinter Problem), and then I flew to New York
City, in part to interview Lois Gordon, whose 1968 book Stratagems to
Uncover Nakedness had been a key inspiration for my Ph.D. disserta-
tion. These Pinter critics and scholars formed the core focus of several
chapters on their critical strategies, characterized through my control-
ling metaphor in “Pinter in Play” as “Thematic Tactics”; “Ritual Ruses”;
“Psychoanalytic Maneuvers”; “Linguistic Parlays and Parleys”; “Socio-
economic Role-Playing”; and “Feminist Ploys”

After the formation of the Harold Pinter Society by a few of us Pin-
ter scholars brought together by Steve Gale at the 1986 annual conven-
tion of the Modern Language Association, and the foundation of our
journal The Pinter Review, Steve Gale and Frank Gillen, who became its
co-editors, invited me to be its Bibliographical Editor, and I have been
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compiling the “Harold Pinter Bibliography” for publication in The Pinter
Review since then (our first issue appeared in 1987).

Beginning in 1983-1984, after I moved to central upstate New York,
during 1985-1987, when I lived in Corvallis, Oregon, and throughout
the 1990s, I continued traveling back and forth to New York City from
Bluft Point, New York (where I still live now), to Portland, Oregon, from
Corvallis (where I lived for just those two years), and, after 1987, fairly
frequently from New York to London and Prague, experiencing plays
and readings by Pinter whenever I could, over a dozen productions and
programs in all.* Between 1994 and 2003, when I traveled back and forth
between New York, London, Chichester, Edinburgh, and Prague, I expe-
rienced another twenty of so productions of Pinter’s plays in English and
Czech.> Over these years, from 1987 on, my reviews of several of these

4 For example, I saw the American premicres of Betrayal, with Blythe Danner as Emma, Roy
Scheider as Robert, and the late Raoul Julia as Jerry, directed by Peter Hall at the Trafalgar
Theater in 1980; One for the Road, Victoria Station, and A Kind of Alaska, billed as "Other
Places” (but not including Family Voices, which I heard on radio later), directed by Alan
Schneider at the Manhattan Theatre Club (18 May 1984; his last production; he was killed by
accidentally stepping in front of a motorcycle in London on his way to mail a card to Beckett,
while the Pinter production was still going on; it closed on the 20™); I also saw productions
of The Homecoming and One for the Road in Portland, Oregon, during the period from 1985-
1987. Back in New York from 1987-1988 on, I saw Carey Perloft's CSC Repertory revivals
of The Birthday Party, first by itself (1988) and next as part of her double bill with the New
York premicre of Mountain Language (1989); Pinter's public interview by Mel Gussow and
his readings of an extract from The Hothouse and of all of One for the Road at the 9279 Street
Y in October 1989; Moonlight, with Blythe Danner as Bel, Jason Robards as Andy, and Liev
Shreiber as Jake, directed by the late Karel Reisz for the Roundabout Theatre Company at the
Laura Pels Theatre in 1995; Pinter's public interview with Austin Quigley and his reading of
all of Ashes to Ashes at the 9274 Street Y in December 1996; and Ashes to Ashes, with Lindsay
Duncan and David Strathairn, directed by Karel Reisz for the Roundabout Theatre Company
at the Gramercy Theatre in 1999. My reviews of several of these productions appear in the
Pinter Review.

5 These productions include: Sam Mendes' Royal National Theatre production of The Birthday
Party, at the Lyttelton Theatre, in London, in1994; the Theatr Clwyd production of Old Times,
with Julie Christie, directed by Lindy Davies, at Wyndham's Theatre, in London, as well as
Pinter's production of Taking Sides, and David Jones's production of The Hothouse, starring
Pinter as Roote, at the Minerva Studio Theatre, Chichester, all in 1995; and Alan Stanford's
Dublin Festival production of The Collection, with Harold Pinter playing Harry, at the Donmar
Warehouse, in 1997. While in Prague, I experienced, in Czech, Ivo Krobot's production
of Ndvrat Dom0 (The Homecoming) and Karel Kiiz's and Vlasta Gallerova's productions
of Mésicni svit (Moonlight) at Divadlo Labyrint studio klub, in November 1994, as well as
President Véclav Havel's “Playwrights' Roundtable” in Plzen, as part of the PEN Congress that
I attended; and their Czech double bill of Milenec (The Lover) and ...a v prach se obritis (Ashes
to Ashes), as well as a Dutch production of Ashes to Ashes (Ceneri alle ceneri), translated by
Alessandra Serra (Pinter's Italian translator), with English surtitles, at the Riverside Studios,
Hammersmith, London, in June 1998.
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productions, related articles and interviews, and accounts of the Lincoln
Center symposia have appeared in The Pinter Review.®

The Harold Pinter Archive in the British Library

While a Visiting Fellow in the Institute for European Studies at
Cornell University, in 1993-1994, when I started learning Czech for a
new project (now entitled “The Global Politics of Contemporary Drama
and the Media”), I used to search Lexis-Nexis at an Olin Library dedi-
cated computer station (now I do so from my home computer). On 15
September 1993, as I was routinely checking publications in the Lexis-
Nexis Academic Universe database, a newspaper headline from a news
report by Lawrence Donegan published in the Manchester Guardian of
the day before, 14 September 1993, flashed on the screen: “Pinter Papers
for the British Library” When I saw it, I nearly jumped out of my seat,
exclaiming aloud, “Wow!” The news that Harold Pinter had “deposited
his literary archive in the British Library” (“The British Library Receives
the Archive of Harold Pinter”) led to what I fondly call “my second first
meeting” (a close encounter) with Harold Pinter during my initial re-
search for my essay “The Harold Pinter Archive in the British Library,’
published in The Pinter Review: Annual Essays 1994. That experience
was the quintessential Pinter scholar’s dream come true.

On my way to Prague, where I was working on my new project, in
July 1994, I stopped in London, to spend a couple of weeks in the British

6 InJune 2000 I attended the Harold Pinter Society Pinter in London conference, during which
some of us went to see the stage production of The Dwarfs by the Mandrake Theatre Company,
at the Lyric Studio Hammersmith. One evening during our conference, Harold read all the
roles of his then-newest play, Celebration. In early February 2001, I flew to London to see
Patrick Marber's production of The Caretaker, with Michael Gambon, Rupert Graves, and
Douglas Hodge, and to see Di Trevis' and Pinter's stage adaptation of his Proust Screenplay,
Remembrance of Things Past, which she directed so beautifully. In July and August 2001, I
rented an apartment nearby Lincoln Center for two weeks so that I could experience all of the
productions, films, and related events during its Pinter Festival, conducting an interview with
Henry Woolf and Gari Jones about their production of Monologue, all thrilling experiences.
In October 2001 I traveled to Toronto for the World Leaders Festival Homage to Harold
Pinter, seeing scenes of The Lover produced by different acting couples, and hearing Harold
reprise his dramatic reading of all the parts of Celebration. I experienced productions of The
Dumb Waiter and A Night Out and Night School at the Edinburgh Fringe Festival, while in
Edinburgh to attend “Harold Pinter: Provocations: The David Cohen British Literature Prize
Event,” his interview by Ramona Koval, at the Edinburgh International Book Festival, on 25
August 2002, his first public appearance after his cancer surgery (I felt compelled to be in his
audience for moral support). Already in Denver to visit my mother, where she and my father
had moved during the early 1980s, I was lucky enough to experience a production of Betrayal
directed by Anthony Powell for the Denver Center Theatre Company in May 2002. In 2003,
I flew from Rochester to New York City, to see David Jones's revival of The Caretaker for the
Roundabout Theatre Company.
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Library (then still in the Students’ Room in the Library’s section of the
British Museum in Bloomsbury), immersed in the treasure trove that we
now affectionately call “Harold’s Archive” and also, at his advance invita-
tion, to meet with Harold Pinter in his Aubrey Road working “pad” (as
he called it). Between our first kind-of close encounter in Providence,
Rhode Island, in February 1982, and learning the news about his ar-
chive, in September 1993, I had sent him a copy of Pinter in Play and he
had already been receiving multiple copies of The Pinter Review, with
my various articles, reviews, and my “Harold Pinter Bibliography” in
them; so by then he was more familiar with my work than he had been a
decade earlier. He sent me a hand-written thank-you note, saying that he
appreciated the “seriousness of [my] endeavours,” and, regarding Pinter
in Play: “I do dip into it from time to time”; and, after I wrote him that I
would be examining his papers in his archive in the British Library dur-
ing July 1994, he invited me to call him to set up a meeting after I arrived
in London.

Meeting Harold Pinter While Working in His Archive

!“

»~How time flies when one has fun
- Vladimir to Estragon, in Act 2 of Waiting for Godot
(1948, 1956), by Samuel Beckett

My first bonafide meeting with Harold Pinter, on Friday, 15 July
1994, was the climax of what had already been a scholarly dream se-
quence. Although at times quite uncomfortable in the stifling heat of the
old British Library’s Modern Literary Manuscripts non-air-conditioned
Students’ Room, where the archive of Harold Pinter was first housed be-
fore the new British Library opened at St. Pancras, I had been absolutely
thrilled by what I was finding. Most often, according to the original sys-
tem of displaying the names of those ordering such manuscripts, it ap-
peared that I was the first scholar to examine the contents of what ended
up being 31 of the then 64 boxes. From about 10:30 a.m. to closing at 5
p-m., I explored box upon box (each a cubic foot of holographs, type-
scripts, and other, most-often unpublished materials), scrutinizing every
page of Harold Pinter’s handwritten and sometimes self-typed drafts of
his poems, plays, novel, prose fiction, other prose pieces, screenplays,
and letters, much of it not itemized in the British Library’s photocopied
“Finding List” I took extensive notes on the pages that I examined. It
was such an exhilarating experience, as I recorded Harold Pinter’s cross-
outs and changes and insertions and extensive passages of apparently-
uninterrupted writing, realizing how much of Old Times or No Manss
Land or Betrayal and other published works apparently came to him in
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a flash of genius during one sitting, on the one hand. On the other hand,
I discovered his meticulously-detailed chronology of Betrayal and re-
search for the song contest between Deeley and Anna in Old Times and
the fifteen alternative titles for No Man’s Land. In the archive boxes, I
saw the first handwritten draft of The Homecoming and his apparently-
first typescript draft of the first act of the play. I even found in some of
the boxes unpublished works that I had never heard of before and that I
suspected no one else had either. I found, in response to Pinter’s sending
them The Proust Screenplay prior to its publication, unpublished cor-
respondence from Jackie (Kennedy) Onassis, (handwritten on her per-
sonal 5™ Avenue New York stationery), Ferdinand Arrabal and Barbara
Bray from Paris, and many other people.

After I had made the appointment to visit Harold Pinter in his two-
story mews house study at Aubrey Road for that coming Friday (15 July
1994), suddenly I asked myself: “How does one prepare for a meeting
with such an author whom one has studied (“pursued”) for nearly half
of one’s own life?” At that point, I had been “pursuing Pinter” for over
twenty-five years! I told myself gravely: “There is nothing more that I
can do to prepare for this meeting. There are no further notes that I can
give myself. If I am not ready now, I'll never be ready. Nothing that I will
do in the next few days can ready me more.” So I just gathered up all my
notes on the Harold Pinter Archive in the British Library, the basis for
my 1994 Pinter Review account of that title, “screw[ed] my courage to
the sticking place” (as Lady Macbeth would have her husband do), and,
after my trial run the day before, a story in itself, there I was, stepping
over his threshold right into actual Harold Pinter territory: the equiva-
lent of the quintessential Pinter scholar’s “seventh heaven.”

Once inside, directly opposite the entrance door, I saw an entire wall
of shelves displaying what seemed to be all of his plays and screenplays.
My eyes focused immediately on a very slender volume which looked
unfamiliar, and out I blurted: “I didn’t know that there is another edition
of Party Time!”

“You have an eye like an eagle!” he exclaimed, plucking the volume
off the shelf. “It’s the television version, just published! Here, you can
have it”

All the more thrilled, I must have beamed as I thanked him.

As he led the way, away from the alcove with his then-unoccupied
assistant’s desk on the first floor, upstairs to his second-floor study, I
glided dreamily behind him. Though at first I hovered momentarily over
what later turned out to be a small woven-straw drinks table, saving me
from mistakenly perching on it, he directed me to an actual chair. I put
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my shoulder bag down beside it, opened it, and took out my papers,
in a sudden flash deciding against using the otherwise-ubiquitous tape
recorder, and, hoping for the best, plunged right in. But before I could
even indicate how nervous I was and how I could not fathom how even
to prepare for such a meeting after having studied his work for over
twenty-five years, Harold Pinter jumped up from his chair nearby me,
moved over to his desk, and picked up the copy of Pinter in Play that
I had sent him in 1990 (later I sent him the 1995 paperback edition as
well). “T've been re-reading your book,” he said, indicating that he felt
that he had to prepare for meeting me. What a turn of events! I could
barely take in the implications. That really put me on a more level play-
ing field with him and thus more at ease. It was a very compassionate
gesture, I think in retrospect.

Referring to my notes, I summarized what I had been examining in
his Archive at the British Library, and, at some point to illustrate, began
reading to him from my notes on what appeared to be his handwrit-
ten first draft of The Homecoming-"Do you remember that Teddy was
originally a policeman?” I asked him. “No,” he replied, quite astounded;
“I don’t remember that at all!” I read him excerpts from my notes tak-
en from that handwritten draft of The Homecoming in Box 24 (cf. Add
MS 88880/1/21), Box 60’s folder labeled “Fragments-Bits and Pieces”
(cf. Add MS 88880/4/16), and Boxes 11-14 and 40 (cf. Add MS/4/2-15)
holding his handwritten versions of what eventually was published as his
novel The Dwarfs, quoting from his own handwritten and typed drafts of
several of his unpublished manuscripts. We leaned forward intensely as
we spoke. “I don’t remember that,” he would say from time to time, quite
delighted with what he was discovering anew to be deposited in his own
Archive. He expressed chagrin at what he called his “disappeared” man-
uscripts of the plays The Room, The Birthday Party, The Dumb Waiter,
The Caretaker, and several other early plays, and displeasure with him-
self for having sold the only extant typescripts of the play The Caretaker
to the Lilly Library at Indiana University at Bloomington (which I told
him I had seen in the late 1960s, when I was a graduate student there, so
I knew precisely what he was referring to).

The hour seemed to flash by. When it was time to leave, I must have
seemed surprised. It seemed to have gone so well. I could not have im-
agined it going better. Obviously, I did not want it to end. Then he con-
firmed how I felt: “Do you want to come back?” he asked me. “Of course,”
I replied enthusiastically, though I really did not know if I could survive
going through all the turmoil of meeting him again! We arranged for me
to come again, same time, same place, on Wednesday of the following
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week. I really do not remember the trip back to my hotel in Bloomsbury.
All T know is that I must have floated out the door, back up Holland Park
Road to Notting Hill Gate. I was already on the train for some time be-
fore I realized that I must have been grinning ear to ear the whole way,
totally absorbed in mental images of the experience.

During our two meetings on 15 and 20 July 1994, as I recount in
Pinter in Play:

When I described some of these items [in Box 60: “Fragments-Bits and
Pieces,’] to Pinter, he did not recognize them. Yet he was so intrigued that
he called me to say that he decided to see Box 60 when he lunched at the
British Library on 25 July. (30)

He had Box 60 sent to him by messenger to examine before talking
with me about specific items in it on the telephone the day before I was
returning to New York on the 26

When I spoke with him by telephone before leaving London the next
morning, he said (as he has since clarified): “I liked “Vanishing Point’ and
‘Lunch Counter’ (Eddie, Ronnie, etc etc). But detested “The Gathering”™
(Letter). Pinter later sent me a one-page, single-spaced typescript of “Van-
ishing Point, a dialogue between Patrick and his aunt that Pinter dates
as 1953. The aunt comically confuses the names of her nieces and finally
threatens Patrick with having her niece dole out an unnamed ancient pun-
ishment, which frightens him, thus anticipating the politically oppressive
tortures exposed in some of Pinter’s recent plays and sketches [from “Pre-
cisely” (1983) on]. (30)

After I returned home and wrote the penultimate draft of my essay
describing his Archive, I sent Harold Pinter a copy, seeking his permis-
sion to quote from his unpublished manuscripts, which he granted in
most cases, though, as I point out in the published version of the essay,
he did not allow for excerpts from his unpublished correspondence with
others to be quoted (perhaps due in part to copyright issues requiring
other writers’ permissions) and did not want quoted the parts of “Queen
of all the Fairies” (an 8-page typescript composed in 1949)-his reveal-
ing reminiscences about his acting school days-where he mentions his
father’s sternness (as his father was then still alive) and felt that a refer-
ence that he made to one of the “Hackney gang” (Ron Percival) was not
particularly kind. He was clearly very sensitive to the feelings of others
still alive who might be hurt by “Queen of all the Fairies,” which still
resides in the Archive but has not yet been published. He may have been
withholding future publication on account of those mentioned in it who
were or are still alive. My 1994 Archive essay does, however, quote fairly
extensively from it with his written permission, and some people have
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incorporated my quotations and my comments about them in their sub-
sequent work, though not always with proper attribution.”

Following my July 1994 meetings with Harold Pinter and the publi-
cation of “The Harold Pinter Archive in the British Library” in the 1994
volume of The Pinter Review, with illustrations of some drafts reproduced
from photographs supplied by the British Library, Steve Gale and Chris
Hudgins published a follow-up article describing the contents of boxes
containing materials relating to Pinter’s screenplays in the 1995 volume
of The Pinter Review: Annual Essays. Beginning in the same volume in
which my article on the archive appears (1994), The Pinter Review has
published pages from what is believed to be the first holograph version
of The Homecoming, which I had supplied from my trips to the Archive,
a corrected version of those pages (whose order had been mixed up after
I sent them), typescripts of later versions of that play prior to its publi-
cation, an article in which Frank Gillen interprets the potential signifi-
cance of some of those changes from draft to draft, and similar articles
by Gillen incorporating his insights from examining manuscripts of
Landscape, No Man’s Land, Moonlight, and Ashes to Ashes. Several other
critics, including Linda Renton, Charles Grimes, Steve Gale, and Chris
Hudgins, have made important use of changes in Pinter’s composition
of several of Pinter’s poems, dramatic works, and screenplays, extending
some of the insights that I provided in my 1994 Pinter Review essay on
the archive. In their stupendous volume, Harold Pinter: A Bibliographi-
cal History, William Baker and John C. Ross incorporate into their Ap-
pendix A, descriptive references to the boxes containing manuscripts
pertaining to the plays listed by me and the screenplays listed by Gale
and Hudgins, and, elsewhere in the main body of the book, sometimes
they refer to boxes storing the manuscripts of Pinter’s poems and some
other genres of his published writings.

I received a handwritten request from Harold, dated 20 July 2000,
saying that he gathered that I was working on his Archive in the British
Library and asking me to send him “my documentation” of it. Along with
a photocopy of my 1994 article “The Harold Pinter Archive in the British
Library,” which amended and corrected the in-house British Library List

7 See, for example, Dilek Inan, "Public Consciousness Beyond Theatrical Space: Harold Pinter
Interrogates Borders and Boundaries,” Nebula 2.2 (June 2005): 33-57. All the quotations on
Inan 37 derive from my 1994 essay "The Harold Pinter Archive in the British Library, as does
Inan's statement, "his unpublished early prose work written in 1949, The Queen of all Fairies
[sic] introduced his embryonically present political attitudes” (37; followed by no source
citation). In "The Harold Pinter Archive in the British Library” 29, before quoting fully the
passage that Inan reproduces from my essay, I write: "On ts, 5 of 'Queen of all the Fairies,
Pinter provides a glimpse of his early political attitudes. .. ”
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of Holdings of his Archive (Loan 110A), in enlarged print (since I knew
that he was having eye problems at the time), I also typed up (for his per-
sonal use only) my more recent notes on the Archive through Box 74.

In this set of notes typed in response to Harold’s request, I also item-
ized and described in considerable detail the contents of Box 74 con-
taining his papers relating to “Celebration” (since been relocated to Add
MS 88880/1/16-17), which I had found especially interesting, because it
contains many of Pinter’s holograph changes, relating to dialogue and
the names of characters (Lambert, for example, was at an earlier point
in Pinter’s writing process called “Nick”). Among the speeches heavily
revised is the Waiter’s speech relating to his grandfather, including the
line “My grandfather was carving out a niche for himself in politics,”
after which Pinter had inserted “at the time” (page 2), with some changes
to the names that the Waiter alludes to (pages 3 and 4), though most
of them stayed the same. (Seeing the recent DVD of Celebration, with
Michael Gambon, Colin Firth, Penelope Wilton, and others, as well as
the Lincoln Center Pinter Festival/Almeida Theatre production with an-
other wonderful cast, including Lindsay Duncan, one of Pinter’s favorite
actresses, in July/August 2001, were particularly exciting experiences.)

Since 1999-2000, I have returned to the British Library to check
new deposits and to update my notes further, with an eye toward pub-
lishing an account of these additional manuscript materials in an up-
dated article on the Archive in the future. The online “Finding List” for
the Harold Pinter Archive, still listed as “Loan No. 110 A/1-74: Harold
Pinter Archive,” in the searchable current British Library “Manuscripts
Catalogue,” begins with the sentence: “The archive of Harold Pinter is
contained in 80 boxes as follows:” with each “Box No.” listed separately,
with a brief, very general description of its contents. Between Decem-
ber 2007 and 2 February 2009, when the fully acquired and catalogued
Harold Pinter Archive re-opened, Loan No. 110A become incorporated
in the new acquisition, located as Add MS 88880. (Loan No. 110B is the
Archive of Lady Antonia Fraser [Mrs. Harold Pinter].)

From 20 to 24 October 2006, I spent several hours a day examin-
ing the newest boxes (numbered 75 to 80; now re-located in Add MS
88880/2/116-120). They contain mostly several typescripts of Pinter’s
as-yet unfilmed screenplay adaptation of Shakespeare’s play King Lear,
which he completed in March 2000, entitled “The Tragedy of King Lear”
Originally commissioned for a film to be directed by Tim Roth, it did not
get a green light before Pinter died, as far as I know, and I do not know its
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current status.® I received the “second draft” typescript dated 31 March
2000, from Pinter in February 2007, after I returned from the Archive,
for purposes of comparison with my notes. As with the unfilmed The
Proust Screenplay, which I saw adapted for the stage as Remembrance of
Things Past, by Pinter and Di Trevis and directed by Trevis at the Royal
National Theatre in London in February 2001, when I also saw Patrick
Marber’s production of The Caretaker, with Michael Gambon (Davies),
Rupert Graves (Mick), and Douglas Hodge (Aston), I really do hope that
Pinter’s screenplay “The Tragedy of King Lear” eventually gets filmed so
that we can all see it on screen and fully appreciate how Harold has dealt
with the subplot in a creative manner while rendering dialogue using
only Shakespeare’s original words in the play, remaining thus true to its
text while making some plot alterations.

I also examined closely and took some extensive notes on the con-
tents of the then-new boxes numbered Box 76 to 80 (now re-located in
Add MS 88880/2/103-115), containing the manuscripts of Pinter’s last
screenplay adaptation, of Anthony Shaffer’s play Sleuth, commissioned
for the 2007 film Sleuth directed by Kenneth Branagh and produced by
Jude Law, who stars in it opposite Michael Caine; Law plays Michael
Caine’s former role of Milo Tindle in the original 1972 film Sleuth,
while Caine plays the role of Andrew Wyke, previously played by Lord
Laurence Olivier. Quite fascinated by the care Pinter obviously took in
adapting Sleuth to film, and knowing that a close examination of his
screenplay “The Tragedy of King Lear” would take me much more time
than I had that October, I asked Harold to send me the drafts of both
screenplays, anticipating my future research relating to both of them.
His assistant, Ann Hudson, sent them to me in February 2007.

After taking some extensive notes on the boxes containing type-
scripts and revisions relating to Pinter’s screenplay for Sleuth, I re-read
his typedraft completed in May 2005 more carefully, watched a DVD dis-
tributed by Anchor Bay Entertainment of the original 1972 film with Ol-
ivier and Caine, produced by Palomar Productions International, which
was directed by Joseph L. Mankiewicz, and based on Anthony Shaffer’s
own screenplay, and compared Pinter’s May 2005 version to some of the

8 A film of King Lear starring Keira Knightley as Cordelia, Anthony Hopkins as King Lear,
Gwyneth Paltrow as Regan, and Naomi Watts as Goneril was planned for release in 2009
by Ruby Films, but, in February 2009, the company announced its cancellation ("Planned
Keira Knightley Version of King Lear Cancelled,” Telegraph 26 Feb. 2009). Although there
will still be another film adaptation of King Lear based on a script by its director Michael
Radford, according to Michael Fleming (Variety 3 Feb. 2009), perhaps in the future a film
based on Pinter's screenplay "The Tragedy of King Lear” can still be made. In Sharp Cut:
Harold Pinter's Screenplays and the Artistic Process (Lexington: The UP of Kentucky, 2003),
Steve Gale discusses a March 2000 typescript of Pinter's screenplay briefly (370-72).
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work that I found him doing in the previous typescripts and holograph
changes. Even before the film was released, and I watched it on DVD, I
could see why Pinter’s screenplay has been described on his website as
an “updated version.”

In the May 2005 draft, Pinter in effect strips the heavy-handed visual
metaphors and sound effects relating to the figures remotely controlled
by Andrew and Milo throughout the original film (which he had not
watched), to focus an audience’s attention more on the language of these
competitors. The “cat-and-mouse game” that each one plays is therefore
a more subtle interplay of dialogue, composed of sly innuendoes and
witty repartées. Their dialogue reveals how nearly evenly matched are
these two opponents in a game played to the death, involving love, sex,
and money. Pinter’s screen version exposes the power relations between
Andrew and Milo so clearly that one does not need the added outdated
film metaphors of the remotely-controlled inanimate figures underscor-
ing which one is the stronger at various points in their games, though
Branagh’s filmed version updated those metaphors in setting Wyke’s
house as a bastion of high-tech wizardry, shot from various subjective
oblique angles and edited in a clearly-expressionistic mode.

Pinter Playing Beckett on Stage and Screen

I had been able to visit the British Library Pinter Archive again in
mid-October 2006, when I had traveled to London primarily to experi-
ence Harold Pinter’s performance in Krapps Last Tape. Like my expe-
rience of Nobel Week, which I write about in my account in the 2008
volume of The Pinter Review, Pinter’s performance was the experience of
a lifetime that I felt I just could not miss having.

As I wrote Harold later, I held my breath throughout, so intent on
not missing a moment. At points I wished I were a camera, I recalled,
so that I could have recorded it to relive the experience again and again.
So I was very pleased indeed to receive an advance screener of the BBC
Television film of Harold’s performance, filmed “on Wednesday the 25
of October, the day after the run ended” (Ann Hudson, e-mail dated 26
Feb. 2007), as it captures it for posterity and adds some very interesting
close ups of Krapp's drinking “behind the scenes” off stage (which we
could not see but could only hear-sounds of the popping of a cork and
the pouring of the liquid into a glass), and additional television camera
angles and sound effects.

The Royal Court’s Jerwood Theatre Upstairs is a very small venue,
and I sat in the fourth row of the unreserved seats, just behind Lady
Antonia Fraser, who had suggested that I sit there to get the full effect.
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Seeing the BBC film, I was struck by how much like a close-up of his
performance most of us who saw it on stage already had. It is a con-
summate performance by a consummate actor and playwright who, in
bravely taking on this challenging role when he had been so gravely ill in
December 2006, was paying homage to his early mentor and friend. In
his “conversation” with Charlie Rose at the Old Vic broadcast on Ameri-
can public television in March 2006, Pinter explained why doing Krapp’s
Last Tape was so important for him.

Pinter had performed roles as the Man in Rough Cut for Radio (BBC,
1976) and as the Director opposite Sir John Gielgud (Gielgud’s last role),
in Beckett’s short play dedicated to Vaclav Havel, Catastrophe (first for
radio and then when he performed for Beckett On Film, directed by Dav-
id Mamet). But he had never acted on stage in a play by Beckett before
Rickson’s production. He very much wanted to do so. He told Charlie
Rose that he had “asked Sam’s permission” to perform the role as he did
and that he was fairly confident that Beckett would have overlooked any
adaptations that he and Ian Rickson made to the text in order to accom-
modate his own physical limitations at the time, like using a motorized
wheel chair and cutting out the vaudevillian bits involving slipping on
bananas (which would have required being fully ambulatory and been
too great a physical risk for him to take then).

Seeing Harold perform the role of Krapp even exceeded my earlier
experiences of him on stage in his own plays The Hothouse (as Roote,
Minerva Theatre, Chichester Festival Theatre, in 1995), The Collection
(as Harry, Donmar Warehouse, in 1997), and One for the Road (as Nico-
las, Lincoln Center Pinter Festival, July-August 2001). Taking just those
performances together with Krapp’s Last Tape and his recent radio per-
formances as Edward in A Slight Ache and as Max in The Homecoming
conveys his range as an actor and playwright, as a true genius and man
of the theater. Adding his performance on camera of his Nobel Lec-
ture, while in a wheelchair, however weak-voiced he was from illness,
still powerfully speaking words demonstrating his dual commitments
as an artist and a citizen, one wonders how much more any one man
could accomplish in a lifetime. His own over fifty years of “performing
Pinter’-including his early poetry and prose works—from The Room and
his early revue sketches to Celebration and Press Conference and Apart
From That, demonstrate how much Harold Pinter deserves all the atten-
tion paid to his work and to all he stands for: in art, in politics, in life;
as artist and citizen. Traveling back and forth across media and oceans
for over forty of those fifty years, I have found pursuing Pinter truly an
honor and a privilege. I will greatly miss the opportunities that I had in
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the past to meet and to speak with Harold Pinter and deeply mourn the
still-unfathomable loss of this great playwright and friend.
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Susan Hollis Merritt
MN3YYABABE IITMHTEPA

Pe3sume

Cysan Xomc Mepur, ayTop fiena Iunitiep y gpamu: kputtiuuku upuciiyii u gpame Xaponga
Iunitiepa n ypepnuk 6ubmorpadckor nsgarma nox Hacmosom Kpuitiuuku oenegu o Huntiepy,
Iaje Kkpahm ocBpPT Ha TOK CBOje akajileMCKe Kapujepe usydaBama [IMHTEpa, a KOjy je oTmnovesna
HaKOH IIITO Ce IPBY Iy T CyCpeJIa ca kbyjopIIKuM IpeMujepama komana ITospaitiax u Pohengancka
sHypxa y nepuony ofi 1967. jo 1968. rogmne. AyTopka muile 0 CBOM HaKHaJ[HOM CYCpeTy ca
Xapongom IIuHTepoM 1 oBOAM Y Be3y ofipeheHe MOMeHTe cycpeTa ca IOfalMMa U3 ApXuBa
Xaponpa ITunrepa y BpuraHckoj 61bnmoreri, Kao 1 CBOje MO3HHUje CycpeTe ca IPeCcTaBoOM
u ¢unmom IInHTepa Kao FpaMCKOT IMMCLA, CLieHApICTe 1 IIyMIia ca CBOjUM IyOnmKaiyjama,
OJfHOCHO ca ITy6/IuKaImjaMa OCTa/IUX IPOydaBajala heroBor fea.



Xapong Iunitiep



KPUTUKE



Yacmas Hukomnh
Dunonowko-ymeitinuuky daxynieid, Kpazyjesay,

HOBO YNTAILE JOMAHOBWRA

Jlako tiepo Pagoja JJomanosuha:
300pHuK pagosa y ciiomer Pagojy Jomanosuhy 1908-2008,

ypenuuk Manuiua Cranojesnh,
Kopanu, Kparyjesar, 2008.

[ToBogom croroguumuie of cMptu Pajjoja [lomanosnha, y Kparyjesiy
je cpepuHOoM 2008. roguHe o6jaBbeHo Jlako iepo Pagoja Jomanosuha,
300pHMK pajioBa y CIOMEH HallleM BEIMKOM IVICIY CaTMpUYHe IPUIIO-
BeTKe. YpenHuk 36opHuka Manuma CraHojeBuh nmpupennuo je, y oBoMm
VI3[amy, 3a LITAMITy JABajeceT ABa pajia, CTBOPUBILY ITyONIMKALN)y OF
IIPBOPA3PEHOT TEOPWjCKOT, KIbMKEBHOMCTOPUJCKOT M KYITYPHOTL 3Ha-
vaja. Pesynrar 3anarama npodecopa CraHojeBuha packpusa jefHy He-
IOOWUTHY YMIEHUITY: [ia je IPBUX CTO rofyHa of cMptu Panoja JJoma-
HOBMNa yIVITaBHOM IIPOLIO Y IOjefAMHAYHUM (UNTAj: yCaM/beHVUM) JC-
TYNMMa HEKONMKMX KIbJDKEBHUX IIPOydYaBajalla, ajlyu Jja ce CBe BpeMe
ocehasa moTpe6a 3a jeTHUM HOBUjMM U NaXK/BUBUjUM Pa3/INCTaBABEM
lomanoBuheBor cTBapanamTBa, Te fa ce 300pHuUK Jlako iiepo Pagoja
Jlomarnosuha yxasyje yIpaBo Kao jefiHa Off TAKBUX, JYTO UIITYEKMBAHIX
KIbITQ, Y KOjOj Pas/IM4IUTH ay TOPU OIICEPBMPAjy PasHOMMKA HapaTUBHA,
ViejHa 1 MAeoouKa 1nompa JomanosuheBor murepapHoOr u Iy6amnmm-
CTUYKOT CTBapamba, U XMUBOTA.

Y 3acmyry Mamumu Cra"ojeBuhy uje 1 TO IITO je OCM HacTOjama
J1a, OKYIVIBILY Ka0 capajjHVKe y 300pHIKY KIbVDKeBHE ucropudape, u-
n030de 1 Mucle, Y CPIICKOj KEbVKEBHOCTY JOATHO OCBET/IV OHO LITO je
y IOApasyMeBarby OCTajI0 ¥ HEIOBO/bHO /IO JaHAC IIPOYMTAHO U PaCTy-
MadeHo Beh ¥ [ja peakTuBMpa jefHY jefHy 3aBM4ajHY Temy, Oynyhnu ma
je BaxxHocT Pagnoja [lomaHoBmha kao 3aBMYajHOT MICIA, 1 Y BE3U C TUM
HaMepa fa ce rofuHa 2008. y KparyjeBiry o6enexu Kao rofiiHa BeJIMKOT
caTupmyapa, ¥ MHULMpPasa CyMUpParmbe HEKONMMKIX HOBUjUX YBUJA Y XK -
BOT 1 feno Pasoja lomanosnha. Hamepusin fa mopcehame Ha cTBapa-
JIauKe pe3yJiTaTe OBOT MICIA M3Bee MapKupajyhn u KoopanHare jefHOT
IIper okBYpa — okBypa JJomaHoBuheBOr )XIMBOTA ¥ KY/ITYpPHO-IIOMN-
TUYKOT aMOuMjeHTa y KoMe je obuTasao — ypenHuk Cranojesuh cpeTHo
Mogienyje mpobnemMcku perucrap 36opuuka Jlako iiepo, Tpacupajyhu u
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YKy CTa3y KOjoM XPOHOJIOIIKM YPe[JHO IIPOjaB/byjy 1 pedepeHiie 61o-
rpadckor kapakrepa.! OTyza he Kao TekcTOBe KojuMa Cy BUXOBU ayTO-
P HEIIOCPeJHO IPATIIN KMBOT U CTBapanaTBo Pasoja JJomanosuha
Ha npenasy u3 19. y 20. Bek CtanojeBnh caBpeMeHOT 4mMTaona Hajope
nopcetuTy Ha pag borgana [Tonosuha ,, Aseropuyna carupuysa npuya’,
u3 1902. rogue, n Hekporor JoBana Ckepruha ,,Pagoje Jomanosuh, na
6u Taxo ca ITonosuhem u Ckepmrhem 06e1exno movyeTak cBojeBpcHe
XPOHMKe KIbVDKEBHO-TEOPMjCKUX CTYAM]ja, 4YMju he HacTaBak IpeicTaBs-
/baTy TEKCTOBM TPOjulle IIpoydyaBajalna U3 HEKOJIMKO IIPBUX JIeLleHNja
HakoH [Ipyror cBerckor pata: [Jumurpuja BydyeHnosa ,,lenesa Jlomano-
Buhese catupe” (1959), Bojucnasa Hypuha ,,Ocobune [Jomanosuhesor
uspasza“ (1966) n Munosana Buresosnha ,dynecan nyx Papoja JJoma-
HoB1ha“ (1973). CojeBpcHM mHTepMeno, usHeHabyjyhm srogurak 3a
4NTAOLA, NPEACTaB/ba U eceTak LpTexa Jyrocmasa Bmaxosmha, koju
KopecrnoHAupajy ca JlomaHnoBuheBuM TeMaMa ¥ MOTMBMMA M KapyKa-
TYpaaHO CKMULMPAjy CTpafyjy Haller BpeMeHa — HajIpe OHY CTpajujy
pernoHaHO-HALMOHA/THIX OKBMPA, @ CBAKAKO ¥ OHY KOja CUMOOIYKI
JioMallla ¥ JI0 YHMUBep3anHe mpobnemaruke. Pereproap Braxosuhesux
IIpTeXXa I1oj] HaclIoBOM ,,CTpajiuja jaHac” yBOAM y APYTM ¥ OOMMHMjN
Ieo 3060pHMKa Yy KOMe cy cabpanu pagosu Hactamu 2008. ropnHe.
KynTypomnor Benukor eHTysujasMa ¥ aKTMBUCTUYKOT HACTPOjema,
Mamma CraHojeBuh pasBojHOM JMHMjOM MulUbewa o JJomanoBuhy,
CaMo HaM3IJIe]] yCIIy THO M CaMO Hau3ITIe[, MeCTYMMILE, YTIO3Haje YMTaole
VI Ca pasIMYUTUM PaHMjUM YMHOBMMA jaBHe mpomonuje JJomanosuhe-
Be /uTeparype (y Hajummpem cMmuciy peun). CranojeBunh nopceha na je
1973. rogune Ha Kanemermany, oBofoM CTOTOAMIIIbIIIE O poberba, 1mo-
AuUTHYT cnoMeHNK Panojy lomaHoBuhy, paj Bajapa He6ojure Mutpnha,
Bojucnas Hypuh y npuctymnHoj 6ecenu y Cprickoj akajjeMnju Hayka u
YMETHOCTM FOBOPY O KIbVDKEBHOM JIENy, ceflamieceTux roguna 20. Bexa
OOHOBJbEH je U CATUPUYHM KEbVDKeBHM JIUCT ,,CTpagnja“, a MHULIMPaHO
je m onpxaBabe [Jomanorhesux gana cartupe. Crora y 360pHuxy /lako
itepo Pagoja [lomanosuha HuCy pasmaTpaHa UCK/bY4MBO INTama JJoma-
HoBuheBe KmIDKeBHOCTY, [JomanoBuheBor paja, Beh n cTBapanamrsa
YOIIIITE, Ca M3BECHUM MCKOPaYemhMa Y OTBOPEH IIPOCTOP MUIL/bEHA O
ucropuju Kynrype n ¢punosoduje ymernoctu. KomnapaTuBHM 3axBaTu

1 Y npenrosopy s6opuuka Jlaxo iiepo Pagoja Jomanosuha ypesuuk u mpupebhmsad Masm-
ma CraHojeBuh ucrakao je: ,IToxcehama ce xpehy ncTum OHMM IyTeM KOjUM ce KpeTao
Jomanosuh - op OBcumita y koMme je poben (1873); Japymnia y KojuMa je pacTao, IpoBeo
IeTUICTBO U MIIAJIOCT, HAIVICAO HeKe Off IpuIloBefaka; KparyjeBija y Kkome ce IIKOIOBAo;
Inporta, Jleckosiia, Bpama — MecTa y Kojuma je papno kao npodecop; MuHxeHa y KoMme je
6opaBsno; beorpazna y Kome je 3aBpIuno Benuky Koy, )KuBeo, Halcao Haj6osbe caTupuydHe
IPUIIOBETKE U Y KOME je M/IaJ, yMPO Y TPUJeCeT 11eToj rogyuu xxusora (1908). (7)
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MOjeVHNX ayTOPa PAcKpUBajy WIMPOK perucrap HapaTMBHUX U UJE]-
HIX napasena JJomaHOBMheBOr KEbVDKEBHOT VM YOIMIMCTUYKOT pajja i
CTBapaJIallITBa JPYIMX HETOBMX CaBpPeMEHMKa,  HAPOUUTO PETUCTPYjy
u3BOheme HOBUjUX CATUPUYHO-aDOPUCTUYKNX PUTypa U3 JI0roca Jjo-
MaHoBuheBcke caTupe.

V3meby jenne on HajmosHaTujux npunosenaka Pagoja lomanosuha
»Crpanuja“, o6jaBmbene 1902. ropune, u nmucta Ciipaguja, koju je [lo-
maHoBuh ypehusao of kpaja 1904. no cpepuue 1905. rognue Manmnira
CranojeBnh youaBa pOpMOTBOPHY MOMYIAPHOCT? U KOMITAPaTUBHOM
aHa/IM30M CafipKaja MPUIIOBETKE M 4acoIca IoKa3yje uspacrame [lo-
MmaHoBuha ny6nuiucte u3 [JomaHoBuha KibV>KeBHIKA, T€ M3BECHO I10-
Mepame Off aJIeTOPMYHO-CATYPUYHIX HapaTyBa Ka CBe HEJIBOCMMUCIIe-
HIjeM U TPOTeCKHMjeM pa3o6/mryaBamby OHOBPEMEHOT CPIICKOT APYIITBA
u Hapasy. CraHojeBuh HallOMUIbe KaKO IIpe/ia3 ca CaTUpPUYHE KIbVDKEeB-
HOCTM Ha Iy O/IMIVICTUYKO JielIOBamb-e Hilje M3BeMleH OffjeflHOM, Oe3 VIKaK-
BUX IpurpeMa, Oynyhu fga ako Ha movyetky JJomanosuhese catupe kao
JIOMIHAHTHA )KaHPOBCKa (purypa CTojy NpUIOBeTKa, KacHMje je HOLIIO
IO YCIIeLIHE CIIpere KEbVDKEBHOCTM ¥ IYOIMIUCTHKe, Ia 61 ce IOTOM,
y IOC/IebYIM TOAVMHAMA CBOT paja, [JomanoByh yrimaBHOM oryiamaBao
depToHNMa, TCMUMa, TaMbIeTUMa, ToJleMuKama T,

U ynpaso y CranojesuheBum pagom ,,Cisipaguja Papoja JTomano-
Buha“ oMBMYEHOM IPOCTOPY — OFf IPUIIOBeama 10 (He/bTOHNCTHUKE, [a-
KaKo ca CBUM Mehy>XaHpOBCKMM IourpaBamyMa 1 ocnobahamuma of
caMo jefiHe, TUTepapHe, nosuiyje JJomanosuheBor rmaca — cBoje pasio-
re fa porosope o [lomanosuhy u nosopom [lomanoBuha Hanmaswmm cy
VI ay TOPY OCTA/INX pajjoBa y 360pHuky Jlako siepo Pagoja JJomanosuha.
TexcToBu Koje je ogabpao Mammima CraHojeBuh OKyI/beHY Cy OKO He-
KO/IMKO B)XHMX IIMTama, Kao LITO CY: )KAaHPOBY, TUIOBU IMCKYPCa,
VIJIe0JIONIKA/ IO/ TIYKA MTO3VIIMja IIPUIIOBeiada ¥ ayTopa, craryc 6uha,
VICKYCTBO HUXWIVIParba, MUT, IPETXONHUIY ¥ HacTaB/bady (M ocTaye
JIMTEpapHe U VIHE PEMVHNCLIEHIje) UTH.

[Ipo6nemaTukoM xaHpa nosabasuo ce bomko Cysajiuh, a y Be3n
ca MCIMCYBabeM/JOICUBambeM ercke buorpaduje Mapka Kpapesnha
»I10 apyru myT" (TekcT ,KpameBuh Mapko o gpyru nmyT mehy Cpbu-
Ma: ericka 6morpaduja kao ucKylIaBame KaHpa“), ToK he ogmax morom
IIparan bomkosuh kpo3 Mapkupame 00/MKa ,I1apabOINIHOT AVICKYP-
3VIBHOT 3aKpMB/bEHha" YMTAOIA YIIO3HATY Ca HUXVWIMPAmbeM jefHOT ja-
CHO OIIpefie/beHOT NOMUTUYKOT KoHIenTa (,Juckypc mapabose v momu-

2 TIlpunoserka ,Crpamuja“ msrpabeHa je cykilecMBHMM HM3ameM CIMKa, HOK CTPYKTyp-
HO ycTpojcTtBo nmucta Ciipaguja pasoTKpUBa MOHAB/batbe U BapMparbe OHMX TEMATCKO-
MOTHMBCKIX KOMIIIEKCA KOji Cy MTPETXO/IHO, YMHOM TIPUIIOBeatha, Beh apTuKymicann.
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TUYKI HUXVWIV3aM jeJHOT paaykana“). Y Be3u ¢ bomxkosuheBuM TpeTn-
pameM UCKYCTBa HUXWIM3MA jecTe 1 HellITO Jja/be y 300pHUKY IIpefoye-
HO MIIYNTaBame MPUIOBeadKe CTPYKType cybjekTa KojuM ¢punoszod
u ecretnyap JKemumup Bykammuosuh poBpiiaBame poMaHTHM3MA Y
peanuaMy mpenmsupa ykasyjyhu Ha MCKylIaBarbe HUXVINCTUYKOT VIC-
KycTBa Vpeje, e [JomanoBuheBo ncknmsasame 13 purype catupe mnpe-
Ma TPOTeCKHOM (QYTypu3My, OZHOCHO OLpTaBame ,,Ppusnonoruje mpu-
HOBefamka“ IeroBuM (110)KpeTameM U3 peannsMa IpeMa HaTypaanusMy
(,, Huxmmictiako uckycTBo upeje y peamusmy Pamoja JJomanosuha“).

Y pany »Panoje [JomanoBuh 1 HOBMHCKM IMCKYPC Ha IIPEIOMY Be-
koBa“ TarjaHa JoBuheBuh mopeny KipV>KeBHOIONIEMUYKE TEKCTOBE U
HekmwIDKeBHe wiaHke [lepe Tomoposmha u Papoja Jomanosmha, mpe-
novaBajyhu Hexomuko MoryhHocTu pasymeBama ¢urype ameropuje y
eBO/TYLVj) CPIICKOT HOBMHAPCTBA Ha mpernasy us 19.y 20. cronehe. Pax
»1e0PUjCKO 1 caTUpUYHO pasoMabmjaBame MOMUTUYKOT XUBOTa" PaTka
Hemxosuha npary, y npsom geny, Cetosapa Mapkosuha u enemeHTe
KPUTUKE JIETATNCTIYKe CBECTH Y HeTOBMM CINCYMA, a Y APYTOM Jemy,
Papoja [lTomanoBuha ,Ha MCTOM 3afaTKy" — y CaTUPUYHOM IeMacKM-
pamy BlIacTM M IofaHnMyke cBectu. JJomaHoBuheBOM 1M300MMYaBamby
ppywrBeHe crBapHocT Cnobopman Jlasapesmh (,Jyomneym mpermue
cBOje jo6a“) aHamornjy npoHanasu y TykuautoBum uctopuorpadcknm
pagoBuma, y Cudrosum Iynuseposum iyiiosaruma, a IOTOM, KpO3
po6/IeMaTIKy HeJlelaTHOT TOBOPHUKA, y Be3y ca J[lomanosuhem oBo-
IV ¥ CIMKApCKo fenmo Bragumupa Benmnukosuha.

Y s6opuuk /laxko tiepo Pagoja JJomanosuha yuum cy m pajgoBu:
I[Terpa Bymaxa ,bapon — neBudap — catupudap®, 0 MO/bCKOM HECHUKY
Cranmncnaby Jexnjy Jleny (a ,,lT0BOJOM OKPYI/IOT aTyMa: 99-TOfUIIbN-
e pobema“), Bennite Jokcumosnha ,Hena IlonmoBuh kao mperxomHuk
HomanoBnheBe aneropmyHo-catupuyne npude‘, Parka Mapkosuha
Pubannna ,,Crpaguja Papoja JomanoBuha m caBpemeHa cTpapmja‘
Kupojuna Anppejuha ,IloctMuTonornsanyja kao pesynraT JeMUTO-
norusanuje cpuckor muta y catupu Papoja Tomanosuha®, Pagmmia
[Terposuha ,Panoje JomaHoBuh kao akcmomnomky mopmen‘, Hukome
JKusanosuha ,Mapko KpameBuh u antuyronmja“, Jparomyba Ja-
Hojmnha ,,Cnukapcku cHoBu Papoja [lomanoBuha®, ja 6u ce Ha Kpajy
CBe CyMUPA/IO KpaTKUM >KUBOTOIMCOM ,, KuBoT Pasoja JJomanosuha®
Koju je caunamo [lejan O6pagosuh.

Hacrojehu na mn3berHe ydyectano mojyierame 3aMIjyi CaMOJOBOJb-
HOCTJ MEXaHMUIVICTUYKOT KOMIIapMpama Jie/ia pasInduTIX Hal[MOHaI-
HIIX KIbVDKEBHOCTH — OHO yropehuBatbe Koje leTeKTyje caMo ,,yOu/blBe
C/IMYHOCTY Y HAPATUBHO] 3aMUC/IN U M3BeAON , M HUILTA BUIIE Off TOTa
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- Hukona By6amwa y pany ,lamHa cTpaHa nepHa 6yspoBana” (Kpamwe-
euh Mapxko tio gpyeu iyiu mehy Cpouma i Jenku Ha geopy kpama Ap-
ifiypa) BELITO apTUKY/INUIIE UJejy O TOMe KaKo IaXX/bBO (POKyCHparbe
Ha 3ajeHIYKe MMEHNUTE/be [IBEjy TeKCTYaTHUX CTPYKTypa MIIaK MOXKe
060raTUTU CBaKO HAIIOPEJHO YUTaIbe, alM Y3 M3BeCHe McKopake. Ha-
VIMe, TPaHCIIAPEHTHY IapajeNu3Myi PasHOMMEHNX CTPYKTypa JOLpU-
HOCe CBOjeBPCHOM TPaHCLEHVPaby VICKYCTBA HAIOPETHOCTY YNTAMha,
Y OJHOCY Ha yTBpheHy IO3UIINjy MeXaHM4YKe KOMIIAPaTUCTHKe, fla 6u
ce, MCXOMVIIHO, Ha3HAYeHO TPAHCLEHAMpambe pelelIiyje HaCTaBUIOo
Kao ,,[IPMPOJIHA eKCTeH3Mja TUTePapHOT IIOCTYIIKA JiBA TeKCTa“ M TY, Ha
IPyToj CTPaHMU Off ,MeXaHNYKe KOMIIAPaTUCTHKE , CYIITMHCKY YHAIIpe-
VIO Hallle pelleNITUBHE V3IJIeie U TIpeft jeflHUM U IIpef] APYTUM He/IOM.

VckymaBamwe aHpa encke 6morpaduje bomko Cysajumh mmy-
CTpyje TpUMa MOJEIMMA YIMCHUBaba )XMBOTOINCA XePOjCcKe TMIHOCTH
y OKBUpe >KaHpa MOJiepHe IpuIoBeTke u apame. Ilokasahe ce ma cra-
OWMIaH KOHM CUCTEM Y eIICKOj Imoe3uju GopMupaHe KUBOTHE UCTOPMje
Mapka Kpa/peBuha y HakHaJHOj YMETHIYKOj TPAHCIIO3UIVjI MTOJJIEXKE
PasHOBPCHMM MoAMdUKaIyjamMa, IepBepTOBABIIMA, IIOITY T IIAPOAMjCKe
IuBep3uje elCKUX BPeTHOCTY, TPOTeCKHe KapHeBa/lu3salje 1 XyMopa
y JomaHosuhesoj npumnosenn ,Mapko Kpapesuh o ngpyru myr meby
Cpbuma“. IpoTeckHUM cyde/baBalbeM Pa3HOBPEMEHOT U [MjaMeTpal-
HO HECPOJIHOT, Kp0o3 130Mop(}pr3aM U3MMIITHOCTH (,,jyHAK je U3MNIIAH Y
OJIHOCY Ha CBeT jeJHAKO KOJIVKO je U CBeT M3/IUIIAH y OFHOCY Ha jyHa-
ka“) Tomanosuh, o Cysajynhy, Haropeo MapoayjcKy leKaHOHU3Yje
eIICKY CIMKY CBeTa 1 oMoryhyje Teopujcko KaHOHM30Bambe CaTpe Kao
KaHpa y CPIICKOj KIbVDKEBHOCTU. AJIETOPUjCKO HO3UIMOHUPAbe MK
Mapxka Kpampesnha y Crepujunoj gpamu Can Mapxa Kpamesuha jen-
HO je y HM3y XMMHIYKIX MHTOHVPamba Hal[MOHATHUX IIUTamba, JOK he y
npamu Kpamwesuh Mapxo bopucnas Muxajnosuh Muxus npuctynuru
»IEMOHTUPABY, pasrpajmy (eHOMeHa Y eIICKOM CBETy CTe4eHe CIIa-
Be jyHaka ,M3HYTpa, IyTeM HeroBe ICUXO/IOLIKe palioHanu3anmuje’
(CyBajyuh, 135) Vnak, Ma KONMMKO >KaHPOBCKE, MOETUYKE IHO3UIIVje
Owste pasHOCTpaHe (CaTMpPUYHO-HApaTUBHe, Kao Koj JJomanosuha, v
IICYIXOJIOLIKO-JpaMCKe, Kao Koj Muxusa), HMje TeLIKO IIpero3HaTH
la MOJIEPHO €KCLiepIVparbe VI3BECHUX EINICKMX IpefIoXKaKa aKTUBUpa
npo6nemaTn3yjyhe cTpareruje Kao ImTO Cy CaTMPUYHA Je3MHTeTpaIja
eIICKMX BPeHOCTY, IICUXOJIONIKA JleXxepousaliyja jyHaka 1 fleaTeTusa-
1[/1ja eIICKOT CBETa.

Opn npoHmjcke fecTpyKIyje XXaHpa eIICKe yTOIMje, Ha KOjy je YKa3ao
bomko Cysajimh, Hucy y JJomaHoBuheBOM >KMBOTY 1 jaBHOM HAaCTY-
Hamwy faleKo ,TOIUTUYKY HUXWIN3aM U )XKaHp Hapabore, 0 KojuMma je
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y TeKCTy ,,[luckypc napabosie u HOMMTIYKY HUXVIIN3AM je[{HOT pajyiKa-
na“ roopuo dparan bomkosuh, mpoy4aBarary caBpeMeHe CpPIICKe Kby
xeBHOCTH. Borkosuh e mame of yobudajennx Tpetnpama JJlomaHo-
BuheBe MTEpaType TeK Kao MPENO3HAT/bMBE PealTCTUYKO-CaTUPUIHEe
dbopMmanje, aHaTMTUYKY allapaTypy ycMepaBa Ha OHaj aclekT JloMaHo-
BuheBOr IMCKypca Koju CTBapa/OTBapa YHYTPAIIBOCT CBETA Y CMICIIA
napabosie, 1 HAPOUMTO PACKpUBa ,MBUIle" ITapadoJie, a KOju IIPUIIOBeNa-
Ya MI3BECHO ,,yo301/byje” unHehy ra aloKamuITUIHNM CTPaJaTHIKOM,
a1 0COOEHVM IIPOPOKOM, MeCHjOM HallMX JjaHa. 3ap ,TOBOPUTH O Ca-
[AIIBOCTY TOBOPOM JIVIIIEHUM PeaMCTUYKOT HapaTyBa, TOBOPOM KOju
K/IM3M MBUIIOM IIapaboie Kao MBUIIOM PeayHOCTI‘ He 3HA4YM y CTBApu
»TOBOPUTH Y IIPOCTOPY TAKO YAA/bEHOM ¥ TaKO OIVMCKOM CTBapHOCTM:
roBoputy Kao npopok‘. (bomkosuh, 141) 3anor bomxkosuhesor rosopa
0 HUXW/IM3MY HaXO/y ce Y HemoOuTHOM pabamy ayxa u fuckypca ayTo-
KpUTHKe y caMoM je3rpy JlomanoBuheBe kputuke, jep pasobmudasajyhe
IpO3Upakbe jeHOT HOMUTUYKOT U JIPYLITBEHOT KOHIENTa aKyMy/Iupa
¥ JOBOJ/bHY Mepy HOoTpebe 3a KpUTUKOM M OHJa Kajia OITO3UTHY IIO/MN-
TUYKIU KOHLIEIITY 3aMeHe CBOja MeCTa YHyTap IPeBU/bUBOT CUCTeMa
pacrioienie Mohu y mpkaBu (MM y 6110 KaKo AIpyKuyje MMEHOBaHOM
Y OCTBAapEHOM IIOPETKY). ,JIako KpempaH ca cacBUM ApPyroM (QyHK-
njoM, [lomanoByheB MeCHMUCTUYKY YICKYPC OTKpYBa HENOBEpeme
npemMa 6110 K0jOj MOIUTUNYKOj KOHIIEIIIVj!, IITO jeé MOTO ITOJIUTUYKOT
HUXIWIM3Ma Kao Haj3ApaBuje Ioyke Kojy JJomaHoBuh ocTaBba cBOjUM
yntaonruma no paHac.“ (Bourkosmh, 146) OcuM Kpo3 HUXMIUCTIYKO
nocybusame rybutHMIITBA CBaKoj momuTuiy, Jomanosuh, o [Iparany
Bourkosuhy, 1 peyenoM napabonmyroihy ropopa ucIoBesa cBojy Mo-
JIepPHOCT, ¥ TO TaKO LITO, MaJia pea/MCTIYKY yTeMe/beH, TOMaHOBuheB-
CKM JVICKypcC MaHM(eCTyje KpU3y peanucTUIKOT U3pasa, MPEeKo YMjux
rpannua (u orpanmyema) JlomanoBuh npekopauyije, ,0exu“ y xxanp
napaborte, aneropuje, Haxogehu ympaBo ca ,MapriHaJTHUM CXeMaTU30-
BaHVM IIPUIIOBEJHVM XXaHPOBMMA“ IIPUINKY a YMHOXMU pedepeHTHO
TI0/be CBOT je3MKa, la OPMIIMjeTHy CIIpery O3HaKe U O3HAYEeHOT pelaTi-
BU3Yje IOApUBabeM NPYHINIIA OVHAPHOCTY CTPYKTYpe je3WYKOr 3Ha-
Ka, Te Jja CBOj M YMTA0YEB Y)KUTAK He CTBapa Oro/baBameM IpeaMeTa,
Beh BeroBUM IpUKPUBaEkEM 3aTOHETKOM.

Kpnsy peamcruaxor rosopa y JJlomanosuheBoM uTepapHO-OIN-
TUYKOM HACTyIamy Ipenos3Hao je u JKemmmup Bykammuosuh y pany
»HUXMINCTUYIKO MCKYCTBO upeje y peammsmy Papoja Tomanosumha®
AKO pOMaHTM3aM CBOje yTeMe/bele U 3a/I0T CBOT Tpajama (anmm 1 3a-
JIOT OPOYEHOCTH TOTA Tpajama) MMa y CyOjeKTy, 1 TO y OHOM cCybjek-
Ty KOj! Ceé CBECHO Pa3sOTKpMBa Kao HocmiIal, npomorep Vineje, peann-
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3aM 3alpeMa HEKOJVKe KOHCEKBEHIIe MCKYIIaBama HUXVIJIMCTUYIKOT
uckyctBa Vpeje. ¥ Besu ca JJomanosuhem, Kemnmup Bykammuosnh
nonceha fja MpoHMja U caTupa yIpaBo MPOUCTUYY U3 HUXVMIUCTUIKOT
uckycrsa Vizeje, mo xora je 1oBeO JOBPLIEHN POMAaHTH3aM, OTHOCHO Jia
je momaHOBMheBCKM PACIIOH Of CATMPUYHOT peaan3Ma 10 TPOTECKHOT
byTypusma — 101a310 6110 O 3aKOHOMEPHOCTY aKTYe/THOT BpeMeHa,
BpeMeHa [I0CTaHKa, OMJI0 110 M3BECHO] OHTO/IOLIKOj 3aKOHOMEPHOCTY —
BEpOIOCTOjHO OYMTYje LMBUIN3ALMjCKO MCKYCTBO cBora BpeMeHa. He
Tpeba oTyza mpeHeOperHy ™! BykammHoBuheBy CyIITUHCKM BaKHY Jie-
MUCTU(MKALMjY Y/HA CMEHE POMaHT/3Ma pea3MoM, a OHa je y YII030-
pemy [la pedyeHa CMeHa He IIPOKa3yje HEKAKBY MICTOPYjU KEbVDKEBHOCTH
VIMaHEHTHY IoTpely 3a peBU3ujoM, IpoMeHOM, Beh mpojaBbyje Kao
HOBa MaHUQeCTalyja IIePMaHEHTHO aKTyeTHOT OfflHOCa cybjekra, 61ha
u buBcTBOBama. ,duTame IpUIIOBjeflauke CTPYKType CcybjeKkTa je Ha-
CTOjambe JIa Ce OBO MCTOPUJCKO KpeTarbe IOCMATpa YIIPaBo Kao KpeTame
jenHe mcropuje 6uha ruje ce murama punocopupama, KbIKEBHOCTH,
YMjeTHOCTH, IIa U HayKe M PEeIUTMO3HOCTH, 3aTUYY Y IIje/IMHU VCKY-
CTBa CBMjeTa OTBOPEHOT 3a cO60M 06HaB/bajyhy urpy nsmeby cmuca u
6ecMmimca. A TO MCKYCTBO je, pasacTpro usmeby Heba u semibe, yBUjek
JbYCKO, YHYTap-CBjeTCKO, UCKYCTBO.  (BykammnHosuh, 189)

Kapma ce Jpeja mokake Kao ,IITeTHA 110 )XMBOT , KaJja JpaMa BJIa-
CTUTOT HecTajama II0CTaHe CACBMM eBUICHTHa, Cy6jeKT ce okpehe cTpa-
TerujaMa 130aB/berba, a jeHa Off BUX jecTe U CATMPUYHM peannsam,
KOju, OTKJIOHOM Cy6jexTa off Vineje, mcxomm y rpoTeckHOM QyTypusmy,
JIOK ce IpaMa HecTajama Cy0jekTa OKOHYaBa MOETUYKMM U30aB/beheM
6uha. Jep, [JomanoBuheBo Hem0 TO OYUTO NpeOYaBa, ,IyT peanu3Ma
Off caTMpe J10 TPOTEeCKHOT PpyTypu3Ma je MpOHM3aLMja He3ayCTaB/bIBOT
ry0/berba CTajaIMIIHe TavyKe: HoTpara cybjexTa 3a cacemeM . (Bykammn-
HoBuh, 192.) ToBopehu o fomaHOBMheBCKOM KOHCTUTYMCABY CyOjekTa
y 6uhy, Bykammnosuh uspBaja Tpu ¢ase Tora KOHCTUTYMCamea: XyMO-
PUCTUYKO-CATUPUYHY, ATeTOPUjCKO-CATUPUYHY M T'pOTecKHy. Tpuma
eTarama mapacrama cybjekra y 6uhy obenexxeH je He caMo >KaHPOBCKM
pacnion Jomanosuhese mpose, Beh cy Ha3HaueHa ¥ TEXXUILITA Te IPO3e
OKO KOjUX je OKYII/beH, CKOHIIeHTpYcaH Hajehu fieo pagosa 360pHuKa
Jlaxo tiepo Pagoja Jomarnosuha.

360punk Jlako iiepo Pagoja [omanosuha oTBOpMO je TaKo,
nopcehameM Ha OHTOJIOLIKA ¥ €T3UCTEHIVja/IHA MUTamba, CBOje CTpa-
HIILIE 1 32 IPOOIEMATVIKY CAaBPEMEHOT CPIICKOT IPYIITBA VI CABPEeMEHOT
CBETa, Kao I 3a OHA II0/ba JI OHA MIMEHA HajHOBUje JIUTepaType I jaBHe
peun Koja KpUTHYKM pedpepully U Ha Ty PErMOHA/HY IPESMETHOCT U
Ha CMMOOIMYKM IIPOjeKTOBAaHe YHUBep3ajyje. YOUMBIIN Jla Cy U Haj-
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IIO3HATHUjY aKaleMCKI Pe/leBaHTHY Hamcy o JlomaHoBuhy, OHOCHO 0
1ETOBOj IIPO3Y, 3afaBajm ofseh cy)xeHu xepMeHey TM4KY OKBUp, Cara
Munennh y rexcry ,,JJa m1 cmo 3a JlomaHoBuha cripeMHN“ IpM3HameM
BJIACTUTE HECIIPEMHOCTM IIOCTaB/ba INMTAaIbe OIILITE HECIPEMHOCTH 3a
aJleKBaTHY pelenuyjy creapanamrsa Pagoja Jomanosuha. Munennh
npu3Haje fa je HoBo mu3pame JJomanoBnheBux cabpaHux jena KOpeKT-
HO OCMIIIUbeHA IIPUJINKA 32 ,,TIOKYIIAj jaB/bama Pasjoja [lomanosmha 1o
npyru myT Mebhy CpbOuma®, KOMmko u 3a IOKYIIAj VICKYIUbEHa Y BULY
HOBUX HACTOjamba Jja Ce JJOKYy4Y!M HeIPOUYNTaHO. TeKCTOBU y 300pHMKY
Jlaxo tiepo Pagoja [Jomanosuha, kao 1 camMa YMb-eHNIIA HErOBe 110jaBe,
MOTY Jia IIOCBeJoYe KAaKO Ce CTBApM MIIAK Memajy, a HEKOINKO pazioBa
CacBMM CUTYpHO ynyhyjy Ha Heke of MOryhHOCTM IIpeBasmIaxema pe-
YeHOT Hepa3yMeBama.

bes 0631mpa Ha AparoleHOCT CBUX IIPENOYEHMX, OHUX AHTOJIO-
TMjCKUX VI OHUX HOBUX, MOJIEpHVX MITuNTaBamwa JJomaHoBuheBe muTe-
parype, oBaj 300pHMK CBOjy CHary 3ao01ja 1 HeKOIMKIM NUTABbIMa
koja he m y 6ynyhHOCTM 3a0KyIUbaT! Heke Apyre IpOy4aBaolie KibU-
YKeBHOCTH, KyIATyposore, ¢punoszode, Bpahatu ux u oBoM 300pHNKY U
Panojy lomanoBuhy npeBacxonno: Kaksa je ,cTpajsuja“ janac Ha feny?
Ila m1 cmo 3a JJomanosuha yommre (rkaga) cipemHn? Moxxe i ce u
II0C/Ie jeSHOT BeKa (VIM Kafi TOff), U YIPKOC CBUM JIeKOHCTPYKTVBHUM
OKOJTHOCTMMa, TOBOPUTY 6ap O HEKOMKMM IapaMeTpyMa CTabummso-
Barba CJCTeMa BPEIHOCTY YHYTap HecTaOVIHOT aMOMjeHTa Hal[OHaI-
He Ky/IType?



Xapong Hunitiep



AYTOPU HACJIEBA



Jbumana boroesa-Cegap

penoBHI je mpodecop Ha PaKkynTeTy APAMCKMX YMETHOCTHU y beorpay, 1 ;yrorofonmsn
npodecop Ha Punozopckom dakynrery y Huiny. Ha mpepmor Xaponpga [Iunrepa, a Ha
OCHOBY eHOT TeKCTa Koju 00jaB/byjeMo y 0BoM TeMaTckoM 6pojy Hacneha o Ilunrepy,
MIpMMMJIA je TIOYacHM BoKTopaT KparyjeBaukor yHUBep3uTeTa, 6. jyHa 2008. Ha cBe4aHO]
nepemonuju y Pexropary Yauusepsurera. [Ipodecop /bupana boroesa-Cennap 6aBu-
na ce IlmaTepoM n jyna 2005. rogyHe, Kajia je y VIHTepHaIOHATHOM LIeHTPY JyOuH,
Ha Tepasujama y Beorpapy, ofpykana neTofHeBHN IIUKITYC IpefaBama mocseheH Temn
Pasnu znacosu: ymettinocii u akimususam. LIMKIyc je 610 MHCIUpICaH KBUTOM PasHu
enacosu Xaponpga IInHTepa, Koju y ToM dacy jour yBek Huje 61o Hobenosar,. [Tnnrepom
ce Beh rogHama 6aBu 1 'y OKBUPY Kypca Illexciiup u caspemere sep3uje rwe206ux Koma-
ga. IlocebHO cy 3Ha4YajHM HeHN ocBpTK Ha [IMHTepoBO cTBapamaumTso y ecejy "IIpo-
MeHe: M30LITPpaBambe CIMKe y CaBPeMeHO]j aHITIO-aMepUUKoj fipamu’ (THie je ped o fieny
Ashes to Ashes), n ananusa ITunreposor ogHoca mpema Illexcimpy y ecejy "Bernerka
o Mlekcrupy: o cynujama, cygoBuma u pacybusamy'. Tu eceju cy mpBo objaBpeHn y
36opanuMa QaxynTeTa ApaMCcKuX yMeTHOCTH y beorpany, a motom y ksusnu O iipo-
menu: Kynityponowiku eceju 1992-2002.

Anexcanpap Ilerposuh

npodecop je Teopuje nusuamnsanuje u Kynrypue anrpononoruje Ha Oumonounxo—
ymetHn4koM ¢axynrery y Kparyjesuy. O6jaBuo: Ymetirociu u itiexHonozuja (1982);
Xapmonuja y upupogu, Hayuu u ymeinnocimiu (1997); Mucao Kociie Citiojanosuha
(2002); Ananozuja u entmpoiiuja (2005); Milankovic's search for the missing link (2005);
Climate change revised (2006); One or more scientific paradigms (2006); O cxkpuserom
xopusoniiy (2006); Euler's true harmony (2007), u fip.

En Xon (Ann C. Hall)

penoBHM je mpodecop Ha [JommHuKaHCKOM yHUBep3uTeTy y Komambycy, Oxajo (CALL),
r7ie je off 1999. roguHe 3anociena y pasHuM sBamyma. Obassbana je u GyHKIN)Y AUpeK-
Topa 1 gpaMarypra nmosopuirra Contemporary American Theatre Company y Komam-
6ycy. okropupana je Ha [Ip>xaBHOM yHuBepsutety Oxajo 1988. rognte. AyTopka je
BIIIIe 3HAYajHUX aKaJieMCKMX my6mkanuja Mehy xojuma ce usasaja kmwura ‘A Kind of
Alaska’, Women in the Plays of O’Neill, Pinter, and Shepard, Southern Illinois University
Press, Carbondale and Edwardsville, 1993. bua je ypenuuua nyonukanuje Making the
Stage: Essays on the Changing Concept of Theatre, Drama, and Performance, London:
Cambridge Scholars P, 2008. Toxom 2009. rogyHe naHNpaHo je 06jaB/byBatbe eguLja
uynju he ypeguuk 6utn npodecop En Xom: What is Theatre? Palgrave-MacMillan;
Mommy Angst: Motherhood in American Popular Culture. Westport, CT: Praeger P, 2009;
Making the Stage: Essays on the Changing Concept of Theatre, Drama, and Performance,
London: Cambridge Scholars P, 2008. Og 2008. roguue Ex Xorn je gupexrop IInHTe-
POBOT IpyLITBA.

Pagmuna Hactuh

MmarucTpupana je Ha Guyonomkom daxynrery y beorpany ca resom Coyujanma iipo-
bnemattiuka y panum u osHum gpamama Jyyuna O'Huna 1985. ropune. [JOKTOPCKy
AucepTalyjy mop HacnosoM [pama usmehy aticypga u gexouciapyxyuje: Ilunitiep u
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Onbu y niocitimogepHom eifiocy ofdpanua je y cenreMbpy 1996. na dumosopckom da-
kynrery y Humry. Pagua je kao nmpeBoanal, yHUBep3UTETCKM ITpefiaBad 1 mpodecop
Enrnecke kwikeBHoctu. Op 2005. 3amociena je kao BaHpenHy npodecop Enrmecke
KIbVDKEeBHOCTY Ha Putonomko-yMeTHIYKOM (dakynreTy y Kparyjesiry, Ha cTyamjckoj
rpynu EHrmeckn jesuk u kmypkeBHOCT. ObjaBwia je mpeko 30 HAyYHUX M CTPYYHMX
pajioBa 1 Tpu KIbUTE, Of KOjUX je jefHa npeBon Kmwure IIpoitius citipyje Vicauje bep-
muHa. Hekonmko myTa je 60opaBnia Ha YHUBEP3UTETMMA Yy MHOCTPAHCTBY Y OKBUPY
HAYYIHO-MCTPAXKMBAYKOT Pajja ¥ yIeCTBOBaIA Ha peko 20 KoH(epeHIja 13 CTPyKe.
Y>ka 0671acT HayIHOT NCTpaKUBama je gpama. Objas/beHe Kbure: JJpama y goba uponuje
(1998), ¥ tiompasu 3a cmucnom/In Quest of Meaning, Oznegu 0 Krou#esHOCIIU U je3uKy
(2002).

Pam Pem (Rush Rehm)

penoBHU je mpodecop Ha YuuBepsurery Crandopn, Kamudopuuja (CAJL), Ha koMe
je n moxTopupao. TpeHyTHO Ipenaje KypceBe 13 aHTUYKE fpaMe, II030pUIITA I ITOJIN-
THKe, fpaMe U eTrke (Antigone: From Ancient Democracy to Contemporary Dissent,
Performance and Politics, Noam Chomsky: The Drama of Resistance). Ilosnatu je
MOIMTIYKY aKTVBUCTA IPOTUB paTa JM UMIlepyjanuaMa. [JupekTop je HO30puIITa Y
Craudopgy, Stanford Summer Theater (SST), xoje je 2008. ropuHe IIPOCIABIIO CBOjY
[eCeTOrOAMIIUILY. BIO je MPOAYILIEHT, pefuTe/b U IIyMal, MHOTOOPOjHIX CaBpeMe-
HUX ApaMa yKby4ayjyhu npame Cemjyena Bexera, Makca ®pua, Bpajana ®puna u
Xaponpga IIuatepa. TpeHyTHO ce y 1EroBoj pexxuju nssopu fpama bpajana @puma
Ucyenuiniero (The Faith Healer), xoja je mpepnmoxeHa 3a roctoBaie y Kparyjesuy Ha
JoaxnmlMuTep®ecty 2010. rogune. Y mero 2005. rofyHe OpraHn3oBao je decTuBan
[InHTepOBUX Apama y cBoM mo3opuiuty y Cranopzay. AyTop je HeKONMKO 3HaYajHMX
nybnmkanyja o aHTuMukoj apamm: Radical Theatre: Greek Tragedy in the Modern
World. Duckworth Academic Press, 2003; The Play of Space: Spatial Transformation
in Greek Tragedy. Princeton University Press, 2002; Marriage to Death: The Conflation
of Wedding and Funeral Rituals in Greek Tragedy, Princeton University Press, 1994;
Greek Tragic Theatre, Routledge Press, 1992; Aeschylus’ Oresteia: A Theatre Version,
Melbourne, 1978.

Tomucnas M. ITasnosuh

pobet je y KpyuieBify rje je 3aBpIuno OCHOBHO U cpefbe ob6pasoBabe. Junnomupao
je Ha @unonouikom daxynrery y beorpany (rpyma 3a eHIIeCKH je3VK U KEbVDKEBHOCT).
Ha ncrom dakynrery 3aBpIIno je crenyjamicTiudke ¥ MarucTapcke CTyauje 13 oomactu
Teopuje KibyoKeBHOCTH. Pany Ha Ounononko-ymerHndkoM ¢axynrery y Kparyjesuy
1 06jaB/byje Hay4IHe pajioBe O MOJIEPHOj €HITIECKOj KEbVKEBHOCTH, TIPVKase 1 IIpeBofie
Ipo3e U I0e3Mje ayTopa aHIIOCAKCOHCKOT TOBOPHOT MOZpyYja.

Udera Ynpuh

pobena je y Buxahy. ITo 3aBpiuetky cpense mxoe (1994/95), pagnna je sa HBO Care
International xao oco6a off IOAPIIKe ¥ IIPEBOAN/IALL, T€ BOMIOHTUPANIA Y LieHTPy Mary
Stopes International ussogehnu xypcese enrneckor jesuxa. Cryanj Ha OficjeKy 3a aHIIIN-
ctuky ®unosodckor pakynrera y CapajeBy 3aBpiinna je y okto6py 1999. onbpamennm
IUIITIOMCKMM pasioM u3 npeameTa lllekcnmponoruja. Maructpupana je 2007. Ha Temy:
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»YTIIOTpeba ApaMcKor jesuka y ajemuma bekera, ITunrepa u Toma Cronmappa® 1998. ro-
nuHe 60paBuIa je Ha YHUBep3uTeTy y EAMHOYpry raje je yaecTBOBaIA y /b THOj IIKOJIN
Ha CeMMHApVIMa M3 eHITIeCKe 1 IIKOTCKe KIbVKeBHOCTH (,,Iext and Context: Literature
in Twentieth-Century Britain“ (SUISS), a 2003/04. y4ectBoBana y Mehynapopgxom
IIPOjeKTy Cypaje y obmacTu 06pasoBarma 1 NCTPAXMBamba, »,A Foreign Language That
Unites“ (Yauusepsutet y CapajeBy, Ceeyunnumire y 3arpe6y 1 YausepsuteT y bepreny),
1 60opaByIa Ha MCTPaKMBAYKOj CTUIEHVjU Ha YHUBep3uTeTy y bepreny y Hopsemkoj.
Papy kao BUIIM acHCTEHT Ha KaTelpy 3a KibVoKeBHOCT OJicjeKa 3a aHITIMCTHUKY.

Haoxo Jaru (Naoko Yagi)

npodecop je eHImeckor jesyka Ha PakynTeTy 3a IONMUTHYKE HayKe U eKOHOMI)Y YHU-
BepsuteTa Bacena y Toxujy (Jaman). [Jokropupana je 2000. rofyHe Ha YHUBEP3UTETY
Bopux y Bennkoj Bpnrannju. O6jania je Builie HayqHuX pasjosa o Xapongy Ilnnrepy,
UpCcKoj u pyckoj gpamu. Ko-ypennux je nyonuxauuje Ireland on Stage: Beckett and After
(Carysfort Press, 2007).

Bnapgumup Ilepuh

poben je 1976. ropguue y Illamiy. 1999. rogune 3aBpuraBa ®unosodceku dakynrer y
Hosom Capy (Opcek cpIicka KibIDKEBHOCT 1 je3UK). bio je ypenHmk HoBOcanckor 4a-
conuca Citiarwe citisapu of, 1997. no 2001. rogune. ITocTaunnomMcke cTyauje ynucyje
y Hosom Capy 1999. rogmue n 2003. rogyHe npujaBmbyje Te3y lexcitiyanna tpakca
lpazana Anexcuha. [Joktopcke cTyanje Ha OUIONOMKO-YMEeTHUYKOM (aKyATeTy Y
Kparyjesuy ymmcyje 2007. rogune. Panu xao mpodecop y My3ndkoj mkonu ,,[Ip Munoje
Munojesuh® y Kparyjesuy.

Josana ITasuheBuh

pobena je 1982. ronnue y Kparyjesny. lumomupana je 2006. ronyHe Ha Ortononxom
daxynrery y beorpany, HacraBHo onemmeme y Kparyjesiry Ha OficeKy 3a aHITIMCTHKY.
JloxTopcke cTynuje je ynucama 2008. romyHe Ha OUIOMOIIKO-YMEeTHUYKOM (aKyrTe-
1y y Kparyjesuy. Fbena ocHOBHa MHTepecoBamba Be3aHa Cy 3a CaBpeMeHy OPUTaHCKY
Ipamy, ApaMCKy KPUTUKY U TO30PMLITE.

Cysan Xomc Mepur (Susan Hollis Merritt)

aytop je gena IMunitiep y gpamu: xpuilivuku tipucitiyii u gpame Xaponga Ilunitiepa,
Kao M ypegHMK 6ubmorpadckor usnamwa Kpuitivuxu oenequ o Iunitepy. Junnomu-
pana je y3 modacTu Ha YHMBep3uTeTy y BuckoHcuny, Menucon. 3Bame Marucrpa
U JJOKTOpa HayKa EHI/IecKOr jesuka 1 KibVDKEeBHOCTY CTEK/Ia je Ha YHUBEP3UTETY y
Vupujann, Brymunrron. ¥ oksupy HERS ITporpama npu Benecrmn xonenry (Wellesley
College), HoBa Enrmecka, ypydeH joj je ceptudukar o nmoxahamy Kypca us agmu-
HICTPATUBHUX BeIITMHA. AyTOpKa je moburHmk crunenanja y oxksupy NEH IIpo-
rpaMa 3a Ta/JeHTe y 06/1acTy APYLUITBEHO-XYMaHUCTUYKNX HayKa, cTueHanje IREX
Onb6opa 3a MehyHaposHy pasMeHy M HayYHO MCTpaXKMBambe, Kao M CTUIEHJMje Off
crpane Oxb6opa 3a mehynapopny pasmeny Hayunux papauka (CIES) xoju pykoBomm
DynbpajToBMM ITpOrpaMoM CTHUIIEHMpama, Of Kora je Takohe mob6maa Harpafgy Kao
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CTUIIEHAMCTA 32 MCTpaXKyBama y Perry6rmim Yemikoj. Kao mpodecop enrneckor jesuxa,
IpXKaja je KypceBe KOjU 3axBaTajy IIMPOKO II0j/be UCTPaXKMBamba U3 00/1acTy Mmucama
U KEbVDKEBHOCTH, Ca II0CeOHMM aKI[eHTOM Ha JAPAMCKOj KEbVDKEBHOCTM, KPUTHUIM 1
teopyju. tbena ucrpaxusama n nybnukanuje 6ase ce IluntepoM u fpyruM teMama
U3 007IaCTU KIVDKEBHOCTH, KPUTUIKNX M KYITYPOIOMIKUX CTyAUja. AHTaKOBaHa je
Kao KOHCy/ITaHT Ha Ofie/berby CaBpeMeHOT KibJXKEBHOT CTBapaallTBa IIpyu bpuranckoj
6ubnmorery, ceaniuty Apxusa Xaponga [Innrepa.



Hacnehe

YIIVTCTBO 3A ITPUIIPEMY PYKOIINICA
3A IIITAMITY

Hacnehe o6jaBipyje opurnHamHe pagose (cTyauje, ornefe, MpuKase)
M3 CBUX O0/IACTM MCTPAXKMBaba KIbVDKEBHOCTH, je3MKa, METORMKE
HacTaBe, IPUMEHBEHNX U MY3MYKUX yMeTHOCTU. PajjoBu Koju cy
Beh 06jaB/beHN y HEKOj Ipyroj My6amKanuju He MOry 6uTu 06jas-
benn y Hacnehy.

Hacnehe ny6nukyje pajoBe Ha CPIICKOM M CTPaHUM je3niiuMma. Pa-
JIOBM Ha CPIICKOM je3VKy ITyOIMKYjy ce hupymmaHum mucMom, a pa-
JIOBM Ha CTPAHNUM je3LiMa Ha MaTUYHVMM IIMCMUMA.

3a mpurnpeMy pykomuca, ayTopu Tpeba jja ce IpUAP)KaBajy cle-
nehux Hopmu: 1) y TEKCTOBMMA Ha CPIICKOM, CTpaHa MMeHa Tpeba
fia O6yny TpaHCKpnOOBaHa; 2) Ha3MBU YMETHUYKNX A€ U CTYAMja
IlITaMHajy C€ Kyp31BOM; Ha3MBJ YIaHaKa, HOjeI[I/IHa‘{HI/[X TEKCTOBA,
IIpUYa, IecaMa, MOITIaB/ba CTYAN)a, CTaB/bajy Ce IOf HaBOTHMKeE; 3)
JieTa Koja HIICY IIpeBefleHa Ha CPIICKY HaBOJE Ce y OPUTHHAITY.
Pykonuc HayuHe ciityguje n oznega Tpeba a uma cnepiehe enemen-
Te: ¥IMe 1 IIpe3VIMe ayTopa, HAC/IOB pajia, allCTPAKT, KbY4He pedn,
TEKCT pajia, pe3uMe, KpaTKy buorpadujy ayropa. 3a pyKOmIuc ipu-
Ka3a Hyje MOTPeOHO MPWIOKUTH pe3yMe/aNcTPaKT/K/bydHe pedn,
a/Iu VICIIOZ, HacIoBa Tpeba Jja MMa OCHOBHe O6uborpadcke mopat-
Ke 0 KIbJ3M O KO0jOj je HaIlVICaH.

Y ancrpaxTy u pe3umey Tpeba ga 6yay nHGOPMATUBHO U je3Tpo-
BUTO TPUKa3aHU IpOOIeMI 1 Pe3yITATU UCTPAKIMBabA. YKOIMKO
je TeKCT Ha CPIICKOM je3UKy, HOpef allCTPaKTa ¥ K/bYYHNUX peduy Ha
CPIICKOM IIPUJIOKUTH U pe3VIMe Ha €HITIECKOM; YKOJIMKO je TeKCT Ha
CTPAHOM je3VIKY, IIOpef aliCTPaKTa ¥ K/bYYHMX PedM Ha CTPAHOM
je3UKy IPYJIOXKWUTH M pe3UMe Ha CPIICKOM.

bubnmorpadckn nogany HaBoge ce y pycHOTaMa: IIpBM Iy T Kafia ce
Jie7Io HaBOAM Jajy ce KOMIUIETHU NOJAIy o 6ubmorpadckoj jenn-
HUIIY, @ CBaky cefiehy myT yrorpe6/baBa ce Heka off yoOu4ajeHnx
ckpahennna (Jcitio, Has. geno, Ibid, Op. cit. UTH. JOCTERHO CPII-
CKMM W JTaTMHCKuM ckpahennnama). bubmmorpadceka jemuuania
- YKONIUKO ce LMTupa Kmiura — Tpeba ma ce cactoju op cnenehnx
jemVHMIA: MMe 1 IIpe3uMe ayTopa, Hac/lIoB fiena (Kyp3uB), MMe Ipe-
BoAMOLA (YKOJIMKO je KIbJTa IPeBOJ), M3/laBad, MeCTO Vi TO[[VIHA 13-
llama, 6poj LUTHUpaHe CTPAHNILIE:
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ITon fe Maw, ITIpo6nemu mogepre kpuiiiuxe, npesenu fopaana b. Tonoposuh u bpan-
ko Jeumh, Homur, Beorpap, 1975, 69.

Kapma ce HaBopu 4IaHakK 06jaB/beH y YacCOINUCY: VIMe U IPe3n-
Me ayTopa, HaC/IOB WIaHKa (110 HABOJHUIIVMMA), VIMe TIPEeBOAMOLA
(YKOJIMKO je IIpeBefieHN YWiaHaK), Ha3)B 4acoInca, MeCTO, TOJHA I
6poj yacomca, 6poj LUTHpPaHe CTPAHULIE:

ITon fe MaH, ,Mopephu Majcrop, npesena Anexcanapa Manunh-Mumuh, Peu, Beo-
rpaf, 1996/22, 86-90.

AKo je y IUTaby jejlaH TEKCT U3 KIbUTE: MIMe I IIpe3JMe ay Topa,
HAC/IOB WiaHKa (IOff HABOIHUI[MMA), HACTIOB KIbUTE, M€ TIPEBO/N-
olja (YKOJIVKO je KibUTa IIPeBOJ), M3/1aBad, MECTO VM TOAMHA 3/aba,
Opoj LMTHpaHe CTPaHMUIIE:

ITon ge MaH, ,,Petopuxa Temnopannoctu’, y: IIpobnemu mogepre kpuitivike, IpeBen
Topnana b. Tonoposuh n Bpanko Jemuh, Hommr, Beorpan, 1975, 236-285.

bubnuorpadckn nogany goHoce ce y nocebnom npunory (/uiie-
patiiypa), Ha Kpajy paja, a30y4HuUM M abeliefHUM pefoCiIefioM,
II0 IIpe3UMEHNMa ayTOPa, UCTUM, Y IIPETXORHO] TaYKV HaBeJeHUM
pemocienoM eneMeHaTa jemHe Oubmuorpadcke jemyHuie. JemyuHa
u3MeHa 6171a 611 y TOMe IITO ce IPBO HABOAM IIpe3uMe Ia UMe ay-
Topa:
IIe Mam, ITon, (ocTano mucro)

Pykonuce npefaBaTil y €IEKTPOHCKOj BEP3UjU, U TO C/IaheM Ha I10-
IITAHCKY afpecy ypesHumrsa Hacneha (PumonomKo-yMeTHUYKN

dakynrer / 3a Hacnehe / Jopana LlBujuha 6.6. / 34000 Kparyjesary)
wm Ha e-mail yacomnca (nasledje@kg.ac.yu).

Ypenuuurso
Hacneha
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